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Tuts Collection of Studies is intended to illustrate the various 
elements of a complete course of pianoforte technique, and to 
provide students with the means of attacking and overcoming 
the different special difficulties which have to be encountered. 
With this view, the Studies have been arranged in groups, those 
in each group being placed in progressive order, and having 
reference to some one particular difficulty. The greater part of 
the Studies themselves have been selected from the standard 
works of the most eminent Study-writers, and with these are 
included numerous others, which, though of equally ¢ ‘reat practical 
utility, have hitherto been less generally accessible. 
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Tue present collection of Studies is designed to provide teachers with a short course of Pianoforte 
Technique adapted to the needs of the average pupil, the intention being to spare the teacher the 
labour of choosing a sufficienfly varied selection from the large mass of material existing, and at the 
same time to ensure that the different departments of technique shall be undertaken ia the order which 
experience has proved to be the most beneficial. 

The Studies are grouped in two Sets, and are so arranged that the different Books in which they 
are contained may be taken in consecutive order, but pupils who are already further advanced than 
the elementary stage represented by Set I. may commence at once with Set II., which will be found to 
be complete in itself, and to illustrate all the essential elements of technique. 

Where additional studies are desired, or studies on certain subjects which are not touched upon 
in this series, the larger collection, published under the title of ‘‘ Progressive Studies” (from which the 
present examples have been selected), is of course available. 
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PREFACE. 


Tuis Primer is intended more especially for those who 
purpose presenting themselves for examination in the 
theory of music. While the subjects dealt with may be 
found in all examination schemes for musical degrees 
and diplomas, it is hoped that the following chapters 
may prove useful more especially to candidates for 


the diplomas of the Royal College of Organists. 


The object of this book is to stimulate and cultivate 
method in answering examination questions. Considerable 
experience as an examination ‘“‘coach”’ has proved the 
success of the method, herein followed, of dissecting the 
questions, and—by dividing the points for consideration 
under several heads—thus directing the student’s attention 


to one point at a time. 


CULRBERT HARRIS. 


STREATHAM, S.W. 
Fuly, 1506. 
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EXAMINATION QUESTIONS. 


a 


CEENP AEE. 
How To write MoputatTory PASSAGES ON GIVEN THEMES. 


1. Question.—Continue the following, modulating through 
F sharp minor, C sharp minor, E major, B minor, D major, 
B flat major, D minor, back to A major. Maintain the character 
of the opening bars throughout :— 


SSS 


——— 

= one Spe oe 

2. The chief points for consideration in working the above 
are :—(a) the number of bars required; (b) the points in the 
sentence at which the various modulations should be introduced, 
and the cadences to be employed; (c) the means (chords) by 
which to effect the modulations; and (d) the style of writing and 
rhythm of the passage. 

8. How many Bars ARE REQUIRED ?—Seeing that the question 
asks for modulation to seven different keys, a satisfactory result 
could not be obtained in a sentence of less than sixteen bars. 


4, AT WHAT POINTS IN THE SENTENCE SHOULD THE VARIOUS 
KEYS BE INTRODUCED, AND WHAT FORMS OF CADENCES SHOULD BE 
EMPLOYED ?—The various keys must be introduced in the order 
given in the question, and so distributed throughout the sentence 
as to result in good musical effect. A sixteen bar sentence is 
divisible into two phrases of eight bars each, the first phrase 
usually modulating towards the sharp side of the original key 
and ending with a cadence in the dominant key; the second 
phrase containing modulations on the flat side of the original 
key and being brought to a conclusion in the tonic. The first 
three modulations mentioned in the question (F sharp minor, 
C sharp minor, and E major) are on the sharp side of the key, 
and therefore these will appropriately appear in the first phrase 
of eight bars. The keys of B minor and D major are on the 
flat side of the original key, and therefore these (together with 
B fiat major and D minor) will occur in the second phrase. 
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5. The right use of cadential effects is of the greatest 
importance. A common fault is the use of a full close with 
strong and conclusive cadential effect when a half close or 
comparatively weak cadential effect is required, and vice versa. 
To use a full close at each separate modulation would cut up the 
sentence into a series of short passages and entirely destroy the 
continuity and “flow’ which must pervade the little piece. A 
full close may rightly and appropriately be used at the end of 
the first phrase (bar 8), where the important modulation to the 
dominant key (E major) occurs. At the two points in the 
middle of the phrases (bars 4 and 12), where weaker cadential 
effects are required, the half close may be used, or the weak 
form of full close with the third of the chord instead of the 
tonic in the upper part. The four cadential effects may be 
shown as follows :— 


Bar 4. Ff minor. Bar 8. E major. 
fie peers] ph StS 
Fees = 2 = = esi =s 
Bar 12. D major. Bar 16. A major, 


CG gas 


age 


2 

Sy a y) as =—— 
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oH Ee Ae | ee ZS ee 


Tne modulations to the remaining keys (C sharp minor, 
B minor, B flat major, D minor) must be made at the points 
lying between the above cadences,—i.e., at the less important 
points of each phrase. é 


6. MANNER oF Mopuratinc.—With the exception of the 
key of B flat, all the modulations are to related keys, and 
therefore they may be effected easily and smoothly by means 
of chords common to the key quitted and that which is 
approached. It may be remarked that D minor is not 
strictly considered an attendant key of A major, yet there is a 
close connection between the two keys. The modulation from 
D major to B flat major may be managed in many ways... At 


PSY ee Oe eee Ce 
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(a) below is seen the chord of the tonic minor ninth in D major 
becoming by enharmonic change the dominant minor ninth in 
B flat ; at (b) the chord of the dominant minor ninth becomes 
the supertonic minor ninth in B flat; at (c) the modulation is 
effected suddenly and chromatically, the note A acting as a 
link between the two chords and thus avoiding any abruptness 
of effect in the modulation :— 


MopvuLaTIONS FROM D Major TO B FLAT MAJOR. 


7. STYLE oF Writinc.—The question says: ‘ Maintain the 
character of the opening bars throughout,” but this does not 
mean a constant repetition of the rhythm of the first two bars. 
To repeat this :— 


Gaba eae 


eight times in succession would be monotonous and unmusicianly 
in the extreme. Sufficient variety in the rhythm of the melody 
(while still maintaining similarity of style) may be obtained by 
such rhythmic variants as follows :— 


ane SS aN LS 
eee eee 
SSS ES _ FF — 


0 ei SSS pee a a aaa 
Ss TS IEEE 2 ee = 


(eee (eee eae 


SS SS a ee ee aaa 
re ea “|_@_2 ¢ a Ey "2 rd 
eee ee ee 


8. Having decided upon the number of bars, the various 
points at which the modulations should be made, the cadences 
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to be employed and the rhythmical design of the passage, 
a melody containing the modulations specified in the question 
will now be written :— 


+ , lan 
G? = = | = _ 2 | 
INS = lA 
4 fo FE minor to Ct 


eaten toe ee ees 
(eee peeae ae eea See ern) 
to D minor back to A major. 


This melody runs naturally and easily, and in itself strongly 
suggests, without the aid of harmonies, the modulations specified. 
It will be noticed that at bars 12-18 the melody provides for the 
chromatic modulation from D major to B flat major given in 
par. 6, Ex. (c). 


9. The addition of three parts to this melody in a flowing and 
melodious style will present but little difficulty :— 


ee ee eee 
G aun FES are ae 


% —— === —s (ae _ 
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matte thous) Hs 
c= ae ieee = Sree ? 
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EXERCISES. 


1. Continue the following (sixteen bars in all), modulating 
thus :— 

Bars 5, 6,Gminor .. .. weak cadential effect. 

Bars 7, 8, F major .. .. strong cadential effect. 

Bars 9, 10, C minor } eos progressions with weak 
Bars 11, 12, E flat major cadential effects. 

Bars 13,14, Bmajor .. .. weak cadential effect. 

Bars 15, 16, B flat major .. strong cadential effect. 


The modulation from E flat major to B major may be chromatic and yet 
of smooth effect if the two modulating chords contain one or more notes in 
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common; as in the following, where Eb=D¢, and Bp=Az, the chord being 
the dominant thirteenth in B major :-— 


gues 


The modulation from B major back to B flat may be effected smoothly 
by the use of the third inversion of the dominant minor ninth in B as the 
first inversion of the supertonic minor ninth in B flat, the At and 
C# being regarded (although not necessarily written so) as BP and Dp 
in the supertonic chord :— ~ 


| a &c. 
= = 
i = Sa we 


2. Continue the following (sixteen bars in all), modulating 
thus :— 


Bar 4.. .. .. half close in tonic key (G major). 
Bars 5, 6 .. .. through E minor. j 
Bars 7, 8 .  .. to D major with full close. we 
Bars 9,10 .. .. A minor } sequential progressions in 
Bars 112 Se ieee @amnajor the melody. 
1Behe UB} ong 5a 05 AB ineuboxey? é : 
eee Gee oe hay cy eer } sequential progressions. 
Bars 15,16 .. .. back to G major. 
Raa | 
$4 : @ 3 = 

2 — —te Al EY OL: = 

: Se 

i ae eee 


The modulation from D flat back to G major may be effected by using 
the chord of the supertonic seventh in D flat as the chord of the augmented 
sixth in G (DP) =C#), thus :— 


ies _ = 
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3. Continue the following (sixteen bars in all), modulating 
thus :— 
Bars, O56)... through B minor. 
Bars 7, 8 .. .. to A major with full close. 
Bars=.9, 105...) .. Bb flat major 
Bars 2) oe eetlat major 
Bars €3-16 .. .. back to D major. 


} sequential progressions. 


ee 3 gece ee | wz i hie 5 
janice A ia eet all aera oe ie 
C————— =e =: 
= me = pelea toes 
eel | 


The modulation from E flat major back to D may be effected in many 
Ways, ¢.g.:— 

(2) Dominant seventh in E flat resolved as augmented sixth in D. 

(6) Dominant minor ninth (root omitted) in E flat resolved as supertonic 
minor ninth in D, 

(c) Tonic minor ninth (root omitted) in E flat resolved as dominant 
minor ninth in D. 

(d) First inversion tonic chord in E flat resolved as Neapolitan sixth, 
in D. 


4, Continue the following in similar style (sixteen bars in all), 

modulating thus :— 

Bar 4 half close in tonic. 

Bat sos. ae se, through © minor, 

Aree Olt ne eet uroue nl Gominor 
Bars 7, 8 .. .. to B flat major, with full close. 
IBACSH Ohl O ma eome ites Lenin Ors 
BAGseenl 2 atom nels Cw at mayor: 


BatlOn- ares |) Cc shanp minor p : 
} sequential progressions, 


Ihe Wel G6 Bo no domaneh fore 
Bars 15,16 .. .: back to E flat major. 
a 
aaa 
=o =S=5 Se : 
“y- i -} e+ | @ 
Bo eee aero ee 


Much assistance may be obtained in working the above by referring to the 
model answer given in par. 9. 
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5. Continue the following (sixteen bars in all), modulating 
through C sharp minor, E major, B minor, D major, F sharp 
minor, back to A major. Maintain the character of the 
opening bars :— 


fee 
&e. 


ele 
a — ae 
$4 fn Rosen SS 
The introduction of rests in three of the parts at every other bar throughout 
the passage would not be good. The style and character of the opening 


phrase will be sufficiently maintained by using a single voice part (which 
need not be given to the treble on each occasion) at bars 5, 9, 11, and 13. 


6. Continue the following Tvio, modulating through D minor, 
F major, C minor, E flat major, G minor, back to B flat 
major. Maintain the style and character of the opening bars:— 


e. N 
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« CHAPTER II. 
How TO ANALYZE A GIVEN PassAGE oR CHORDS. 


10. A thorough knowledge of the treatment of the funda- 
mental discords on the tonic, supertonic and dominant of a key, 
together with their modulatory possibilities with enharmonically 
altered notation, is presupposed. The student should also be 
thoroughly familiar with the various uses to which the chromatic 
concords and the chords of the augmented sixth on the flattened 
sixth and second degrees of the scale may be put. 


11. Experience shows that usually little or no difficulty is 
felt in analyzing chords in passages that do not modulate; 
but that whenever a more or less extreme modulation occurs the 
student fails logically to account for the use of one and the same 
chord in its dual capacity as a member of and the connecting 
link between two different keys. For example, it is not 
sufficient—nor, strictly speaking, an analysis of the passage— 
baldly to state that the chords in the following are (a) dominant 
seventh, root position, key C major; (b) tonic chord, second 
inversion, key B minor:— 


The chord marked (a) is the connecting link between the 
keys C major and B minor, and its use as a member of both keys 
must be explained. The analysis of this chord should read 
ius; — 

(a) Chord of the dominant seventh—Root position .. Key C major, 


Quitted as augmented sixth —German form (notes 
GBDEf)inthe Key of B minor. 
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12. Likewise it is not sufficient to describe the following 
merely as :— 


(a) Tonic chord .. an 50 First inversion .. Key D major. 
(0) Dominant seventh .. 55 Third inversion. . Key C sharp major. 
(2) b 
() | 


to 
jee: Za 


The use of (a) asa chord which belongs to both keys must be 
made clear in the analysis thus :— 


(a) Tonic chord .. oe oe First inversion .. Key D major. 
Quitted as first inversion of chromatic chord on 
minor second of scale (Neapolitan sixth) in .. Key C sharp major. 


13. The chord of the diminished seventh is a frequent means 
of modulation. Enharmonically altered in its notation and 
regarded as a Dominant, Supertonic, and Tonic discord, 
modulations to any of the twenty-four major and minor keys | 
may be made. This will be seen by the following :— | 


(a) (6) _) _(@) 

——— 2 || 

for Dae o> arse AE cor cas ko 
SE See SE Wee 


Ee 2 eS 
ee 
Chord (a). 


As Dominant discord—Root is B—Keys, E major and minor. 
99 Supertonic ? ” ” 9 ” ” 
Pr) Tonic ) ” ”) 9 B 


Chord (b). 


As Dominant discord—Root is D—Keys, G major and minor. 
5, Supertonic 


», Lonic 


Chord (c). 


As Dominant discord—Root is F—Keys, B? major and minor. 
», Supertonic 


», Lonic 


Chord (d). 


As Dominant discord— Root is A?—Keys, D? majorand minor. 
5, Supertonic 


ELONLC 


99 9 


? 9 ” 9) ” ” 


” ” ” ” D ” 9 


” ” ” oh) ” ”” 


” +B) ” ” D 


” A 


” ” ” ” ’ ” 


r)y ») ” ” AD et) 
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Chord (e) being the same in effect as Chord (d), but with the 
notation of sharp instead of flat keys. 
As Dominant discord—Root is Gt—Keys, C#major and minor. 
99 Supertonic 99 ” ” 99 Ft ” ” 
” Tonic 39 ” ” ” G¢ 2” ”” 
For the resolutions of the above chords and other valuable information the 
student is referred tg the Primer on ‘‘ Modulation,’ No. 31 of this Series. 
14. In passages set for analysis, it is seldom that the 


enharmonic alteration is given. For example, the analysis of 
the following modulation from G major to D flat major— 


Wil edad He) 
SS 
Ges rs 


becomes perfectly simple if the chord at (b) is enharmonically 
altered as follows :—- 


sy 
= 
CO 


The analysis of the above is :— 
(a) Tonic chard .. ve oe Root position .. Key G major. 
(6) Dominant minor ninth .. First inversion .. Key G major. 
Quitted as third inversion dominant minor ninth in 
the key of D flat major (root ADP, notes C ED 
GP Bpp). 
(c) Tonic chord .. 66 at First inversion.. Key D flat. 


15. Cases will be met with in which the notation of a 
chord is wrongly written from the harmonic point of view. 
It is the custom to write many chords in what is known as 
‘*convenient notation.” For example, the chord marked (*) in 
the following is the dominant minor thirteenth in the key of C 
and the D sharp would therefore more strictly be written as 


E flat :— * 


—— 
| 


(2S 
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When the minor thirteenth resolves by rising a semitone, it 
is however usually written as the augmented fifth to the root. 
Again, the chord marked (*) below is clearly the supertonic 
minor ninth in the key of G :— 


; eee SS —— 
aia ae 
See ——— | 


therefore the A# should be regarded as BD, the minor ninth 
of the root. 


16. In illustration of the use of ‘convenient notation” 
an analysis of the following short progression may prove 
instructive :— 


Any difficulty there may be in such examples as the above 
arises from the use of ‘‘convenient notation,’ but it vanishes 
directly the chords are enharmonically altered in accordance 
with the correct notation of the keys. The chord (8) is used in 
a dual capacity, first as a chord in the key of G major, and 
then as a chord in the key of B flat major, to which the passage 
modulates. With the progression written as follows, the 
analysis is quite easy :— 


EEC Baie Ca et Ch ra 


a ea] 


(a) Tonic chord.. a oC Root position .. Key G major. 
(6) Dominant minor ninth .. First inversion .. Key G major. 
Quitted as dominant minor 
ninth ae ne Ss Last inversion .. Key B flat major. 
(c) Chord of the augmented sixth German form .. Key B flat major. 
(d) Tonic chord.. fs 56 Second inversion Key B flat. 
(e) Dominant seventh .. re Root position .. Key B flat. 


(f) Tonic chord.. oe ne Root position .. Key B flat. 
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17. In the following passage the chord marked (*) is the link 
between the two keys of C major and B minor :— 
* 


Its relationship to both keys must be clearly stated in the 
analysis, thus: (*) First inversion tonic chord, key C major, 
quitted as first inversion of the chromatic chord on the minor 
second of the scale (Neapolitan Sixth), key B minor. 

18. In the following somewhat similar passage it would at 
first seem that the chord (b) should be regarded as the link 
between the two keys, as in the preceding example :— 


ws ve (< (4) () (f) ihe 
——— Z a a 
ieee tae So. a. 


The more preferable method, however, would be to regard (c) 
as the link chord. The complete analysis is as follows :— 


(a) Tonic chord.. 5c oe Root position .. Key C major. 

(6) Tonic chord.. oe is First inversion .. Key C major. 
(c) Dominant minor ninth .. Third inversion. . Key C major (notes 

F D AD B), 

Quitted as supertonic minor 

ninth 3 ay AB First inversion .. Key B minor. 

(d) Tonic chord.. a6 sic Second inversion Key B minor. 

(¢) Dominant chord .. oe Root position .. Key B minor. 

(f) Tonic chord.. oe oe Root position .. Key B minor. 


19. The analysis of a more extended passage will now be 
given. Asterisks denote those chords which have to be 
accounted for as members of two different keys. 

Question.—Analyze the following, stating the roots of 
the chords, and explaining their harmonic relationship where 
necessary :— 


4 See yg eee Z | J = 
az dBc a 
| ae a feo- % epee 
Se ee 


Me ot = OF 6 (aS Ome LOne Lito Se 14 


14, EXAMINATION QUESTIONS 


ANSWER. 
(1) Tonic chord .. te Root position Key D major Root D. 
(2) Dominant eleventh.. Last inversion Key Die. Root A. 
(3) Dominant minor ninth . First inversion KeyveO ere Root A. 
Quitted as supertonic < 

minor ninth 2 Second inversion Key E minor Root FE 
(4) Chord of augmented | 

sixth 50 bc German form . Key E minor sa B and 
(5) Tonic chord .. are Second inversion Key E minor Root E. 
(6) Subdominant chord Root position Key E minor Root A. 


(7) Dominant minor ninth Third inversion . Key E minor Root B. 

(8) Dominant seventh .. Third inversion Key E minor Root B. 

(9) Dominant minor ninth Third inversion Key E minor Root B. 

Quitted as tonic minor 

ninth ae .. _ Second inversion Key D major Root D. 

(10) Tonic minor thirteenth Last inversion Key D major Root D, 
(the notes of the chord present are the minor seventh and ninth, the 
eleventh and minor thirteenth). 


(11) Dominant seventh .. Root position Key Direc Root A. 
(12) Dominant ninth .. Root position Keyes aie Root A. 
(13) Dominant thirteenth Root position Key Die, Root A. 


(14) Tonic chord .. .. Root position Keva ieers Root D. 


20. Passages may frequently be met with in which the 
modulating chord is not used in a dual capacity. In the 
following passage the chord marked * does not belong to 
the key of G minor :— 


The analysis of the chords (a) and (b) in the above will read 
thus :— 
(a2) Tonic chord .. bs Root position Key G minor Root G. 
(6) Dominant seventh .. Second inversion Key E flat Root BD. 


21. Occasionally an extended passage may be met with in 
which, although the chords bristle with accidentals, no modula- 
tion is made. For an example see No..1 of the Exercises 
which follow. In this all the discords except the chords 
numbered 2 and 4 are fundamental discords on the dominant, 
supertonic, or tonic of the key of G. 


BD, tii the following Exercises for analysis, the modulating 
chords which have to be accounted for in their dual capacity as 
members of the key being quitted, as also of that being 
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approached, are aed *, Each chord is numbered for 
reference :— 


es EXERCISES. 

==" ao BSE eS 

ae ip Qa... @) (7) @ 
Vt epee py 
(see par. 20) 


eas sates =a 


(1) (2) i lw) 65 « (10) (11) 


a mi (4) (5) (6) (7) (8) (9)(20) 


sical, 


— pte == 5 sce See 
) (2) (3) () (5) ar ee a 6 5 (10) (11) 
om Yo e = by 2 

Sar eee 22 S| 

No. * 

“+p | ce 

= aE, ane See 

i on (6) (7) 9 oa (11) (12) ) (13) (14) (15) (16) 


ents ee 


16 . EXAMINATION QUESTIONS 


CHAPTER III. 
How To Harmonize A MELopy. 


23. The harmonization of florid and elaborate melodies in a 
musicianly and artistic manner is, to the majority of students, 
not an easy matter. No rules which would meet all cases could 
be given as to the manner in which any particular melody should 
be harmonized. But while much must be left to one’s own 
musical feeling and instinct, yet many general principles can be 
given which may be of great assistance to the student. 


24. Some of these principles will be briefly touched upon, 
dividing the points for consideration under the following 
heads :—(a) the modulations and the cadences; (b) the necessity 
for simple harmonic structure; (c) the recognition of the 
‘florid’ element in the melody; and (d) the addition of parts 
in a flowing and melodious style. Within the limits of a single 
chapter it will be impossible to do more than merely draw 
attention to the above points and apply them toa short melody. 


25. Question.—Harmonize the following melody (adding alto, 
tenor and bass parts) in open score. Make the added parts as 
melodious as possible :— 


4. ———— 3 oe 
SS ee 
$ 4 aC at @-6 aS aS 
62 ee 


26. MopuLaTIONS AND CapENcES.—A modulation to the 
dominant key (E major), although not expressed by means of 
an accidental in the melody, is strongly implied at bar 4. This 
modulation, on account of its position at the end of a phrase, is 
felt to be of importance; and, asa strong cadential effect is 
therefore necessary at this point, the two chords forming the 
modulation should appear as a ‘full close,” with the roots of the 
modulatory chords (B and E) in the bass. Atransition through 
F sharp minor, the relative minor of the original key, may be 
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made at bars 2 and 3. A weaker cadential effect is required 
here, and is obtained by the presence of the third of the new 
tonic chord in the melody, instead of the tonic in both treble 
and bass. The B at the beginning of bar 8 is, of course, a 
suspension. At bar 5 a modulation to either D major or B minor 
may be made. If D major is chosen, a strong cadential effect 
must be avoided by the use of the first inversion of the chord of 
D major at bar“6, the E in the melody being treated as an 
auxiliary note. If, however, a modulation to B minor is felt to 
be more effective, the presence of the third of the chord of B in 
the melody of bar 6 (E being treated as an auxiliary note) gives 
the weaker cadential effect required, as in bar 8. The various 
modulations and cadences may be shown as follows :— 


Bars 2 and 3. Fe minor. Bars 3 and 4. E major. 
— 


ee 


Sore -e: te eee 
e2 > 


Bars 5 and 6. B minor. Bars 5 and 6, D major. 


Fuller information in regard to the importance of obtaining 
‘‘weak’’ and ‘‘strong’’ cadential effects in their proper places 
in a sentence may be found in Chapter I. 


27. The importance of a thorough grasp of the modulatory 
possibilities of a melody cannot be overestimated. Failure will 
be the lot of the student who can see no suggestion of 
modulations in the above melody, but harmonizes it all in one 
key, with cadences thus :— 

Bars 2 and 3. Bars 3 and 4. Bars 5 and 6. 


SSS see 
=e eee ie iE : aa 


| 


ey  S 
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28. Necessity FOR SIMPLE Harmonic. StrucTuRE.—One of 
the commonest faults in the harmonization of melodies is. 
the assigning of a fresh chord to each note of the melody, 
thereby not only producing a restless harmonic effect, but often 
spoiling the beauty and grace of a melody by ignoring the 
presence of the florid element, viz., passing and auxiliary notes 
and suspensions. ; 


29. The most elaborate melodies demand just as simple 
harmonic treatment as the plainest. Generally speaking, the 
fewer the number of chords in a bar the better the musical 
effect: For instance, such a harmonization of bar 5 as the 
following is bad in effect, on account of the too frequent changes 
of chord :— 


Bar 5. Bad. 
7 
a 
Eee: 
Cae = Sze = =|| 


The melody would be better treated as follows, the har- 
monization at (a) being in the key of D major, while that at 
(b) is in B minor :— 


_— a 2 a = 
Cage zs s =| 


30. The following harmonizations of bars 8 and 7 are also bad, 
both on account of the restless effect produced by the quaver 
changes of chord (which quite destroy the gracefulness of the 
melody), and also because the dominant and tonic chords of 
both cadences are anticipated at (**) with bad effect :— 


Bais easel Bad bariia 
|| oo @ oe oe 2 | 4——- | a irre 
t eo 1 4 pe: = | 
eo Pee aa @ -_|— @—|-@e—_,7—- 
a @ eo ° 
oe epee 2 if 
a — * 


SRR a aera 
ot Ni Woe 
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These passages would be better harmonized thus :— 


oO Bar 3. : Bar 7. 
-o ae) 
4 $—__| © = — et 
= —s sl Bil See aS a orig st 
hear aa Pe ne ee fear 
oe te tee: bay Ears | 


81, RECOGNITION OF THE ‘FLORID’? ELEMENT IN THE 
ME topy.—It has already been pointed out that the harmonic 
outline of even the most elaborate melodies is usually of the 
simplest description. This may be seen more plainly in regard 
to this melody (which, however, contains but little of the 
florid element) by reducing it to its skeleton form, and 
accompanying it with a plain and simple harmonic foundation :— 


ee ee 
eget lealeteis gl 
. 2 WAR A es - 


ree) = = ae gee 
5 oe ae ee = = 
| 

A comparison of the above with the melody as originally given 
will show that the semiquaver G# in bar 1 and the £ in 
bar 6 are regarded as auxiliary notes, while the first notes 
in bars 8 and 4 are treated as suspensions, the previous note 
preparing them, although the note itself is not tied. The 
above chordal foundation, although extremely simple, is both 
adequate and appropriate. 

82. ADDITION OF PaRTS IN A FLOWING AND MELODIOUS 
StyLE.—The construction of melodious parts on the plain 
harmonic basis given above should not present much difficulty. 
Passing and auxiliary notes and suspensions may be freely used 


in alto, tenor and bass parts, provided they can be introduced 


easily and naturally without the effect of over-elaboration. The 
student is strongly advised to give the bass part his primary 


‘attention; and, after seeing that this is satisfactory both 


rhythmically and melodically, he may add the alto and tenor 
parts. But little elaboration of the skeleton bass previously 
given is possible or necessary in this particular instance :— 


ee 
2 = ae Etat =| 


~~ 
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33. In the complete working given below, movement has been 
maintained by the employment of auxiliary notes in the alto of 
bar 2 and the bass of bars3and6. The quaver changes of chord 
and the movement in the parts at bar 4 during the rest in the 
melody are good and effective, the voices moving to their 
respective notes of the dominant chord of B minor smoothly 
and naturally. It will be seen that the C# in the melody of 
bar 7 is treated as the dominant thirteenth. The use of a tonic 
chord (A), either in its root position or inversion, would not have 
been good. If the added parts be considered ‘separately, it 
will be found that they move easily and naturally, and are 
‘‘ singable ”’ :— 

eines a 
EAE TA A” 3 
9 
—: 


+ « Since 2 


aE ae 


teeter 


(i earn et ee 7" 
te = Saisys eer = =f 


34, QuEestion.—Harmonize the following melody in four parts 
for voices or strings :— 


= a 
GPR 6a =s-—— 
Defers eee ee 
3 | @ aa ss a a 
— 2 = E fees 
> SS SS 
: fe ; ; “ee Facuaeree 
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SSS Sees 


85. Although the above melody presents one or two 
features not previously dealt with, its harmonization is not so 
difficult a matter as would at first sight appear. Applying the 
method previously given, the modulations and cadences will 
first receive attention. By omitting the rests, and turning bars 
8 and 4 and bars 8 and 9 into ome bar in each case, the melody 
is found to consist of four two-bar sections, followed by a 
Coda commencing at the latter part of bar 11. The rhythmical 
divisions of the melody are easily recognized as occurring at 
bars 8, 6, 8 and 11, and at these points cadential effects should 
be introduced. 


86. Modulations to C minor (bars 4, 5, and 7, 8) and A flat 
major (bars 9, 10) are very evident. At the end of the first 
phrase of a melody it is usual to find a modulation (with strong 
cadential effect) to the dominant key, or the relative major (if 
the melody starts in a minor key), or to some key on the sharp 
side of the original key. At the end of the first phrase of the 
above melody (bar 6) there is neither a modulation to the sharp 
side of the original key, nor any suggestion of strong cadential 
effect. If, however, the AP be harmonized as the dominant 
seventh in the key of E flat, thus making a temporary modulation 
to this key, the rhythmic importance of the bar (as the end of 
the first phrase) is brought out much more strongly than it would 
have been had the key of C minor been maintained through 
bars 4 to 8. The four cadential points may be harmonized 
as follows :— 


~ Bars 2 and 3 Bars 5 and 6 
ee rlalt 1 G minor. to Dominant chord in Eb. 
fearel 
——— 2 — hb = 4 
== Geet 
= pct 
N a 
a se e 
2S] SS] 
a 2 = 
Bars 7 and 8 Bars 10 and 11 
to Key C minor. Full close in Tonic. 
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87. It is unnecessary to dwell upon ‘‘the necessity of a 
simple harmonic structure,” and ‘the recognition of the florid 
element.” Both points received full consideration in connection 
with the previous example, and the student should be able, 
without further assistance, to apply the same process of 
reasoning in regard to the above melody. : 


88. Another point to be considered is ‘‘ the addition of parts 
in a flowing and melodious style.’’ The question states that the 
melody may be harmonized “‘for voices or strings.” In the com- 
plete harmonization given below (written in ‘‘ short score”’ for 
convenience), a style of writing has been adopted which is 
suitable for either form. Had the question actually specified 
for strings (two violins, viola and ’cello) the part-writing might 
have been made slightly more elaborate, and the three added 
parts written in asomewhat wider compass than is shown in the 
working given. 


89. An important point in connection with the above 
melody is the style in which the added parts should continue 
at the points where rests appear. In strongly rhythmical 
melodies some little ‘‘figure”’ may often be found for use at these 
places. The opening notes of this melody (or a rhythmical 
imitation) afford excellent material for use at the two points 
where rests occur, and for maintaining movement and 
interesting part-writing in the Coda. 


EN 
=n = ii - 
ge poe ome ig 

<== ———— 
N FS ee —~ 
« #3. | N 23h, . J—n 
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es Sr -5 daa eae Soe at #2» —o 
SS ee 


40. The harmonization of the opening bars of the melodies in 
the Exercises will now be given, together with any passages 
which need special attention. 


ate =) fo,e. ar fo PP 
ll 


EXERCISES. 


Harmonize the following for four voices :— 
No. 1. 


—s Se ae — ere —_ 
ie eee = esc eere s See 
eS Same ee» ° —~ (ate EE 
ee 22 ee 
= —— = — a — 
Coda. ote 
a - @ aes - om 
Soa) |S Ge a eee eee 


Passing modulations may be made to D minor, bar 3; F major, bar 5; 
A minor, bar 6; and D minor, bars 6, 7. The opening bars may be 
harmonized as follows :— 


—— 
(ae — a. 
— o— 2 

i —2 = & * gfe = 7 
<= ee 
So 

| 
ing egies maa! me 
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The FZ and Gt at the end of bar 2 are merely auxiliary notes, and the 
chord of € should be maintained to the end of the bar. The first phrase 
concludes with a Half-cadence in the tonic (bar 4), thus :— 


The chord of G should be continued at the fourth beat of the bar, as in 
the above. The Coda is a plagal cadence repeated. 
Coda. 


Movement er be maintained in one or more of the parts during the 


long-sustained notes of the melody, thus :— 


+4 ———— Eee ae 
ai coer = == 
6 te {2 ules ee =a eee 


| y 
eshte ter: = ees — Fr=== == 


&ce. 


toes = 


The first phrase ends (bar 4) with an eee ae close) modulation to the 
dominant. The sequence in the second phrase of the melody should be 
carried out in the added parts. 


No. 3. 


= == aStae 
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= =SSS2 222 
Se 


The sequential character of the melody in both its first and second 
phrases should be observed in the harmonization. The first phrase modulates 
to E minor, but the musical effect is better if the last note of the phrase is 
harmonized with the major chord. The opening bars may be treated thus :— 


The Bp in the melody at the approach to the cadence * is, of course, 
intended to be treated as the chord of the Neufolitan Sixth, thus :— 


The melody notes of the first bar are repeated at the beginning of the 
second phrase (bar 5). To obtain variety of harmony this bar may be 
harmonized as a passing modulation through C minor to B flat, as follows :— 


ree eee el 
“pe ct WT ives BE erie x 
@. be: a Zea es “ 73 
Ct se — Z — 
=e t ee Ho te 2 ieee fl 


A modulation to the key of A flat is made at bars 6, 7, the dominant chord 
being used at the third and fourth beats of bar 6, thus treating the quaver 
AD in this bar as a passing-note. The tonic chord of A flat will appear in 
its first inversion at bar 7, and will then be quitted as the Neapolitan Sixth in 


G minor. 
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Continue the following as a Trio for Violin, Viola and ’Cello. 
Insert bowing and expression marks:— ~ 
NOS Ali con moto. 


erase 
ve A 
a 
see (pee oe 5 ( eee 
Viola. h ree: = a y — == &e. = 


———— 
Cello. cenzae =e fas = = eo =: 
— 
SoS Se 
SS a= Sse Sa aS 
! mac a S— ear ger 
tt 255 = —— = 
6 =e e oes Se 
Sai oe te 6 
=—— 2 


Continue the following asa String Quartet. Insert bowing 
and expression marks :— 
No. 6. Tempo di Rg 


Ist Violin. = a ee ere : 
=== 


cres. 
2nd Violin. z= = — = 
7S eas ee — =f 
sess Oe &. 


Viola. Bee i, 2 —— 2a | 


P ; &e. 


cello, (CaF aioe a 
-@ Oo 


Ist V1. FR 
—— = 


$ =e e 2 = oe - =a (= 
=. a eee 


= 


Th ON op ee 
i} we Ss i 
ny 


v 
Za 
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SCHALLER LV, 


How To wRITE PASSAGES INTRODUCING GIVEN CHORDS. 


41. The subject requires a thorough knowledge of all the 
chordal materialused in harmony, and to this purely theoretical 
knowledge must be allied the ability to write musical progres- 
sions introducing and quitting the given chords in a natural 
manner. 


42, QuestTion.—Write a short passage in four parts in the key 
of C major, introducing the following chords, but not necessarily 
in the order given. Number the chords for reference :-— 


(1) (2) (3) (4) ws @ 4) be (i) 
SS SS ee 
Lox. 


cee a 


43. Before attempting a complete answer to the above 
question several points require consideration, such as (a) correct 
treatment of the discords; (b) manner of approaching and 
quitting the given chords; (c) the most appropriate position 
in the sentence for certain chords; and (d) number of bars 
required in the sentence. A few remarks in regard to each 
chord given in the question will be made under one or other of 
the four héadings above. 


44, CoRRECT TREATMENT OF THE Drscorps.—The chords 
numbered 1 and 2 may both be regarded as dominant discords 
in keys other than C; No. 1 as the second inversion of the 
dominant seventh in the key of G, and No. 2 as the second 
inversion of the dominant minor ninth in the key of F. In 
these respective keys the chords may be resolved as follows :— 


No. 1 No. z = 
ee 


ee eee 


But the passage is to be in the key of C throughout, therefore 
these chords may not be resolved, as above, out of that key. 
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They are to be treated as discords in the key of C, No. 1 being 
the supertonic seventh and No. 2 the tonic minor ninth. These 
may be resolved (without quitting the key) as follows :-— 

Nowe No. 2. 


SS So a 
_ fos jo 


or 


The student is strongly recommended to refresh his memory as. 
to the many ways of resolving the fundamental discords on the 


supertonic and tonic of the key, by reference to any standard 
book on harmony. 


45. The chord numbered 5 (the first inversion of the chord 
of D flat) must be followed by some chord in the key of C, and 
not as follows :— 

No. 5. 


= ee 


In both the above examples a modulation to a key other than C 
is made. To remain in the key of C the chord must, of course, 
be regarded as the first inversion of the chromatic common 
chord on the minor second of the scale (Neapolitan sixth), and 
be resolved as follows :— 


No. 5. 
(Se ee 
oO. 7 or 


= eo Q 5 =< — <7 
{ei—e ee = o- 7 
ae ———— = E = =| 
The chord No. 7 is an inversion of the dominant thirteenth, and 
calls for no special remark. 


46. MANNER OF APPROACHING THE GIVEN CuHorps.--This 
is an important matter, and one which may put to a severe 
test not only the student’s knowledge but also his musical 
instinct and inventive powers. The student will be constantly 
called upon to exercise his taste and judgment in such points as 
‘Shall this discord be prepared?’ and “Is this chord better 
introduced on a strong or on a weak beat?’ Both questions 
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apply to the chord numbered 3 (and also to No. 6, as will be 
seen later). Had the major ninth (A) been in the treble it 
might have been approached as follows :— 


No. 3. 


eS 


co) 


eae 


The above examples show the major ninth used without 
preparation. ‘There is no harshness of effect on account of the 
ninth (A) being above the third (B). When the major ninth 
appears below the third of the chord, the musical effect is 
certainly better (in most cases) if the ninth (A) is prepared in 
the previous chord in some such manner as follows :— 


No. 3. Good. Not good. 


=== ee 


=== ee] 


47. The chord numbered 4, simple though it appears, 
needs some care in the manner of its approach. The following 
examples are weak and even bad in effect :— 


No. 4. a 


-C- 


ae 


Oo “CO 
GS-5 


At * below, the chord is used as a passing 6-4 with good 
effect :— 


| : 
a See — 
g nea eae 
| lieeranal 
| A a bs 
= = $e = @ 
jocmecle a] 
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48. THE MOST APPROPRIATE POSITION IN THE SENTENCE FOR 
CERTAIN CHorps.—Some chords are felt to be more appropriately 
used at, and to belong to certain points in a musical sentence. 
For instance, the chord of the Neapolitan sixth (No. 5) is 
very emphatic in its cadential suggestiveness, and is therefore 
usually found immediately preceding the perfect cadence. 
The chord numbered 6 is a triple suspension, the upper notes 
forming part of the dominant chord. As the root of the tonic 
chord (C) is in the bass, it is evident that this chord (No. 6) is 
part of the perfect cadence with which the sentence should 
close. The three suspended notes must of course be prepared in 
the previous chord, and should appear (as suspended notes) on 
the strong beat of the bar. The use of both chords (Nos. 5 and 6) 
in connection with the cadence is shown in the following :— 


Ses 1 No. 6 
(Se 
ee 

= | S 
Sere ae Se 


49. NuMBER OF BARS REQUIRED IN THE SENTENCE.—It is 
seldom that more than six or seven chords are given in these 
questions, and therefore a passage of eight bars should be of 
ample length. In an eight-bar sentence containing no 
modulation, a half close should be introduced at the end of 
the first phrase (bar 4), and some weaker cadential effects may 
be employed to define the two-bar sections. This ‘‘ form” 
may be clearly seen in the following simple passage :— 


F oF ee 
ee eS Sree 
See pe = 
== 

faereer a | 
4 tt go eee 
or = So 
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50. If not otherwise specified the passage may be written in 
_ either triple or quadruple rhythm, and in connection with this 
it will be well to bear in mind that quadruple gives opportunity 
_ for the use of a larger number of chords than triple rhythm. 


= 


The complete working of the question given in par. 42 
follows :— 


| | |e | 
Seed 3 a meee pene 
ee 

piper oe ieee ees 

i es eee ee ee 

os ia Te SNS eee 
Clement (5) ee 
ee a ae gees i 
239 Pr A Pe £4 fe. ees 


EXERCISES. 


J. Write a passage in four vocal parts in the key of 
E minor, introducing the following chords; but not necessarily 
in the order given. Number the chords for reference :— 


(1) (2) (3) (4) (5) (6) 


SS SS 2 SS SS 


2 SS eS 
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2. Write a passage as before in the key of F major, 
introducing the following chords; but*not necessarily in the 
order given :— 


8. Write a passage as before in the key of E flat major, 
introducing the following chords :— 


: (1) (2) (3) (4) (5) (6) (7) 
(az =e bo if Sa. = ie IE S | 


-G- 


= 5 = — Abo = peao—— a Bo 
= eS SSS 


4. Write a passage as before in the key of A minor, 
_introducing the following chords :— 


(1) (2) (3) (4) (5) (6) 
= e 5 Se s n 
——— ee ee eS ee 


OQ. ~©25 


eS 


ee 
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CHAPTER V. 
How To app Parts To Ficurep Bassss. 


51. The old style of figured bass simply aimed at testing the 
candidate’s knowledge of chords. Melodiousness of progression 
in the individual parts was either ignored or regarded as of but 
little importance. In the present day the avoidance of gram- 
matical errors alone (such as consecutive octaves and fifths, and 
faulty resolutions of discords) is not in itself sufficient, for now 
the basses are usually so written that good musical effect and 
melodious part-writing in each individual part are not only 
possible but expected. 


52. Before giving a complete exercise the following points 
shall be considered :—(a) cadential effects; (b) treatment of 
discords; (c) obtaining natural and melodious progressions. 


58. CaADENTIAL Errects.—For fuller information as_ to 
cadential effects, the reader is referred to Chapters I. and III. 
A short quotation from Chapter I. will throw some light on what 
is to follow :—‘*‘ A common fault is the use of a full close with 
strong and conclusive cadential effect when a. . . comparatively 
weak cadential effect is required, and vice versd. A full close 
may rightly and appropriately be used at the end of the first 
phrase. . . » At the two points in the middle of the phrases... 
weaker cadential effects are required.” 


54, The above remarks, although written on an entirely 
different subject, apply also to most figured basses. For 
example, suppose the first two bars of a figured bass were 
“filled up” thus— 


Bad. 
i reeree er = 
Ca SS ae S| 
St To. 
oe @ 
ae a 
co = @ =e 
6 6 9 8 


5 
an unnecessarily strong cadential effect is obtained at the very 
outset of the passage. This fault is rectified in the subjoined 
version, the use of the third of the chord in the treble of the 
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second bar giving a weaker cadential effect; moreover, this 
arrangement of the individual parts givés a much more pleasing 
result :— 


Z 


55. Assuming this eight-bar figured bass to contain a 
modulation to the key of G minor at the sixth bar— 
Bad. 
i 
@ 


pe 
= wate = : = 


the above arrangement is not only poor melodically, but it also 
contains a strong cadential effect, which at this point (the 
middle of the phrase) should be avoided. The following is a 
great improvement :— 


| 
——$ Se 
c= Je oo | = =| 
— ¢ 6 9 8 
5 4 3 
56: In the quotation from Chapter I. it was said that a 
full close (strong cadential effect) may rightly and appropriately 
be used at the end of the first phrase. Inthe following example 


this has not been taken advantage of, and the musical effect of 
the passage suffers in consequence :— 


. Bad. 
a= s 2 2 {| 
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In addition to the poorness of musical effect there is a point 
open to criticism. The quaver E in the penultimate chord is 
- the dominant thirteenth in the key of C. Its natural tendency 
E is to proceed through the note of resolution (D) to the tonic of 
: the key (C), and not to return (as in the above) to E. Here is 
2 a much more satisfactory arrangement of the parts:— 
Good. 
; Sone 
= 
e —. 
Aid l | 
ies 
ee a 
3 Saas = 
Sut 1. 


— 


57. Assuming the first phrase of this figured bass to end 
with a half close (i.e., § § over the dominant)— 


4 3 


this arrangement of the parts conceals rather than emphasises 
the cadence, as the student will see on comparing it with the 
following :— 


58. The perfect cadence with which a figured bass closes 
should usually be made as strong as possible in effect by placing 
the tonic note in the treble of the last chord. The student 
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cannot fail to appreciate the difference in effect of the following 
passages, regarding them as the closing chords of a figured 
bass :— 


Possible. 


ae agent A pret mcs ba ind) seme pn 


1 1 
‘ 
bona 


hewraese ant, 


59. TREATMENT oF Discorps.—It is perhaps hardly necessary 
to remind the student that care should be taken to prepare 
all discords by suspension. The following examples show the 
wrong and the right treatment of a suspension 9 to 8:— 

Bad. Good. 
= eS 
Cd 


a 
SI 


8 


B_ 


Ba 


9 8 


60.°It is often better not to tie the suspended note to its 
note of preparation. For example, the following certainly 
gains in musical effect by the percussion of the discords on 
the strong beats, and is therefore preferable to the tieing, as 
shown by the dotted lines :— 


— | H 
ae ee =a 
= j & =| = | 
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61. Certain discords, such as the ninth and thirteenth, have 
a better effect when placed in the melody. Compare the 
effect of the following arrangements of the same bass :— 


In the first arrangement the effect of the chords marked (*) is 
positively ugly. 


62. Passing notes and auxiliary notes are discords which are 
unessential to the harmony, and are introduced for the purpose 
of giving grace and flow to the parts. As they will be referred 
to again, it will suffice here if the student is reminded that 
passing notes must move on by step in the same direction until 
another harmony note is reached. In the first of the following 
examples this rule is not obeyed. The passing note B should 
proceed to A as in the second arrangement :— 


Bad. Good. 
| 
os =a G = : 
eo | cP) 
ae oe Ee id a= i el } 
sian Se eels ee 
=o ssi oe rere =o Oat 
SS 2 = 
= = 
qi 6 — 4 ) | —— 6— 4 . 
5 —— 65 3 OG Og 3 
3 3 3 3 


63. Unlike passing notes auxiliary notes do not move on 
by step in the same direction in which they started; they may 
(subject to certain conditions) be approached and quitted by 
leap. Their use is shown at the places marked with a (*) in 
the following example :— 


| Pee | 
| ete | a &c 
tha Ba, 
= e@ - 
2 
bie 6245.6 6 1 me, * 
Crise S - #3 4 $2 ae 
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64. OprainInc Natural. MeELopious Procressions.-—The 
student is often puzzled by a large array of figures under a 
given bass, as in the following. Help will now be given in 
the solution of such problems. 


4-5 _—_——S = = = = 
ee 
= — 67 65 8— 7 6 7 
3 43 b4 5 ore ae #46 3 — $5 
{2 3 24 


65. The melody should first receive attention. The following, 
while quite in accordance with the figuring, is extremely ugly 
and disjointed :— 

Bad, 
— 


of ma ae 

oT 

= 

Se = 

One or two melodious progressions may be obtained, 2.g.: 
Good. 


Here is another melodious part starting with C, the fifth of the 
tonic chord :— 


—— — -@ ane { 
ro «eo -: nee ae zl 


At (*) the sixth is brought down to the fifth. Had the D been 
followed by EDP, the natural melodic flow would have been 
destroyed and the following ugly progression obtained :— 


Bad. 


The second of the two progressions marked ‘‘Good” is the 
better; the other progression may be placed in the tenor part. 


66. The seventh at the third beat of the second bar may be an 
auxiliary note, and is better in effect if placed in the uppermost 
part. The last chord may be filled in as follows :— 


Not good. Good. 
ase a ee 
=o 2 © ae 
@ — | = | 


@ 


f 
Je 


Rh 
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The second example with G# above BP is preferable both in 
musical effect and in melodic progression. 


67. Having decided upon the melody, the addition of alto 
and tenor parts is a comparatively simple matter, e.g. :— 


68. While the treble part may well receive the first con- 
sideration, it is not advisable to give to it all the melodious 
movement to the detriment of the alto and tenor parts. There 
is a want of proportion in the following example on account of 
all the passing and auxiliary notes being placed in the treble :— 


Not good. 

eg SSS 

o_# a a | = 
4 ze * eae ate, of E mad 

a | 2 | a 2 

¢4— = @ 
8—— 7— 38 6: A8eF d4 5 6— 65 
6———_— 6 4 5 665. 3 


The tenor part is much improved, and the whole passage made 
more musical and effective, by some such arrangement as 
this :— 


Good 
= eee | aS re 
= SS eee 
oO a) oe = rs 
Sq samen eo = 
| | ae —<.e¢ 
ces so @ oe of ©"@ | Ze = <- 
Ce) = te- eo 
(ee 


69. That the purpose of this Chapter may be better served, 
and the student derive more help in this subject, the treble 
parts are given to some of the basses which follow. 
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EXERCISES, 
Add alto and tenor parts to the following :— 
No. 1. —— 
2 Se — pect el ol = a 
ae SS 
= —— Seas 
= = 
87 a 6 4 6 7 @: 7 6 
Sees Bee 10 9 8 
i rl 
gree 


SS a ae ee 
SSE ee oe ae ee 


6 5 6— 4 6—6— $4 6 —H6— 6 8H7D7 — 
4.8) 6 6. 2 S45 69544 O65 “4 Sat 6 Ges 
3 3— 42 
No. 2 
+ = J = = 
Se eee 
wa 4a oe 
SSS 
aS 68 MSN Ts TG ORS BT Ge see ee 
ae 5 359 Gras 


= PS FR THR LL perme LLL ss — 
RQ Dw (| a VN © Hi} ato ) ) 
L TR Dm 19 _¢ 
| i a [is ly 2 0 oD 
\ eS [ iy ! it Ye es | 
iy ‘oman ate ( Q fw aN 4) Q Yona 
me Wc MB BE IPE at tes 
= I ® 20 TR e | ML Le Lif clase 
Tula bite | =n MI LN al 
x ~ a el Ye} I 7) Qi > 10 
= ih oe nt nul 778 qH ( ee 
patel st oO — 
te a eo 
5 (inl of | ES ig Wy NG oon TH9 Ou 2 
a HY fs® 1A (ikl lit Wil a: 
z aaah aN [78 QL Fo mH op ris a CIDA 
sae sae ' , jee ma ey i 2 
eS) pce i- a “a Uris | ane a Qi we 
Is. co te ay |e Ql om ( a 
il | (t? |e A ee s| Ue 
Ay [sree SENT alleen = |M : 
| a 


BN \ ar ANY 
Ma » \ 
eS Se ee ee Ce 
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6 


3 3° 3 


3 


wD oO 


| 
eo 
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ro) 


No.5, Add treble, alto and tenor parts to the following :— 


== 


=f eee ee ee 
= 22e= er 
Se 7 Gai 
3 f2 ie 3— 


6 t6 66 
4 5 
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CHARTERS Vie 
How To wRITE MopuLATORY PASSAGES OF VARIOUS KINDS. 


70. The writing of artistic and musicianly passages modulating 
through various keys and of several bars in length demands not 
only a thorough knowledge of how to modulate, but also the 
ability to invent passages which shall introduce the new keys 
in a natural and satisfactory manner. Information closely 
bearing upon the present subject will be found in Chapter I. 


71. Question.—Modulate from D major through F sharp 
minor, A major, G minor, E flat major, back to D major. 


In answering questions similar to the above, the student 
should aim at producing passages which are definite in 
construction and musical in effect, and not a mere formless 
succession of chords. To obtain a satisfactory result con- 
sideration should be given to the following points :—(a) number 
of bars required; (d) the points in the sentence at which the 
various modulations should be made, and the cadences to be 
employed; and (c) the means (chords) by which to effect the 
modulations. 


72. NuMBER oF Bars REQUIRED.—The question asks for 
four modulations. These could not be comfortably introduced 
with satisfactory musical effect in a passage of less than eight 
bars; for, as will be seen later in the working of the question, 
the first bar is occupied in establishing the tonic key, and the 
last two bars in satisfactorily returning to the tonic, thus 
leaving only five bars in which to introduce four different keys. 


78. Places OF THE VARIOUS MoDULATIONS AND THE 
CADENCES TO BE EMPLOYED.—An eight-bar sentence is divisible 
into two phrases of four bars each. The modulations in the 
first phrase of a sentence are usually those on the sharp side of 
the original key, the second phrase containing the modulations 
which are on the flat side of the original key. Inthe above 
question the modulation to the dominant key (A major) will be 
made at the fourth bar, taking the key of F sharp minor on the 
way. The keys of G minor and E flat must be brought in at 
bars 5 and 6 respectively, so as to leave two bars in which 
to return comfortably to the original key (D major). 


74. In regard to the cadential effects, what has already 
been said in Chapter I. must be repeated. A common fault is 
the use of a full close with strong and conclusive cadential 
effect when a half close or comparatively weak cadential effect 
is required, and vice verséd. To use a full close at each separate 


ES ONE 6) eee eG 
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modulation would cut up the sentence into a series of fragments 
and entirely destroy the continuity and flow which must 
pervade the little piece. A full close may rightly and appro- 
priately be used at the end of the first phrase (bar 4), where ° 
the important modulation to the dominant key (A major) occurs. 
At the two points in the middle of each phrase weaker cadential 
effects are required, and the half close may be used, or the weak 
form of full close with the third of the chord instead of the 
Ame in the uppet part. The four middle cadences may be as 
ollows :— 


Bar 2. Fg minor. Bar 4. A major. 
eral oe = 
—S 2 22) 

: 


Sa 

75. MANNER oF Moputratinc.—Modulations from D major 
to F sharp minor, and from F sharp minor to A major 
may be effected easily and smoothly by means of chords common 
to the two keys. The modulation from A major to G minor can 
be managed in many ways: that which gives the smoothest and 
most musical effect will be given the preference. The subjoined 
example shows a skeleton chord progression leading from 
A major to G minor and thence into E flat major. 


76. It has already been said that these two keys (G minor and 
E flat major) must occupy not more than two bars, so as to 
leave two bars in which to return comfortably to the original key 
of the passage. These short one-bar modulations are usually 
most effective in sequential form (see examples above), and 
therefore the dominant and tonic chords in G minor are followed 
by dominant and tonic chords in E flat major :— 

A major. G minor. ED major. 


Oe See eee 
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77. Modulation from E flat back to D may be effected 
either by using the first inversion of the chord of E flat as the 
Neapolitan sixth in D, as at (a) below, or by resolving the chord 
of the dominant seventh in E flat as a chord of the augmented 
sixth in D, as at (d) :— 


78. An eight-bar melody should now be written, introducing 
modulations at the points arranged, and also using the forms of 
cadence given above. The addition of three parts to the melody 
completes the exercise :— 


a ean eee ars 
2 ese eee oe 
eae = ni SS ea 

~ Die sola 


aaa a 


79. QuEstTion.—Write a passage eight bars in length, 
modulating from G minor through B flat major, D minor, 
C minor, & flat major, back to G minor. 

Here the number of bars is specified. With this exception, 
the points for consideration are the same as in the previous 
question, and therefore no further explanation is necessary. 
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80. QuEstion.—Write a short passage modulating through 
Sour related keys and returning to the first key. 


Starting from a major key the first modulation may be 
through its relative minor to a strong cadence in the dominant 
major key at the end of the first phrase (bar 4). The second 
phrase may contain sequential one-bar passages in the sub- 
dominant major and its relative minor, leaving two bars in 
which to return to the prime key. The order of keys and 
the form of the passage may be shown as follows, starting from 
C major :— 

Bars 1 anp 2.—From C major to A minor with weak cadential 
effect at the end of bar 2. 

Bars 8 anp 4.—From A minor to G major, with strong cadential 
effect in bar 4. 

Bars 5 AnD 6.—Two sequential passages, both ending with 
weak cadential effects. The first (bar 5) in F major, the second 
(bar 6) in D minor, 

Bars 7 anp 8.—Return to original key, C major. 


81. Question.—Modulate from B flat major through D minor 
to A majox.—Short compound modulations such as the above 
usually require four bars. Approach the keys in a natural 
manner, and endeavour to write a little passage that will 
be complete and satisfactory, e.g.:— 


= J—1— 4 4 aly pees, 
4 ri mI ga omnes 
| Guat | = i eee 


i | | 


82. QuestTion.—Modulate in as few chords as possible from (a) 
D major to F major, and (b) from C major to A flat major.— 
Questions such as the above, while testing the student’s 
theoretical knowledge, make little or no demand upon his inven- 
tive powers. The student should be thoroughly familiar with 
the modulatory possibilities of the fundamental discords on the 
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dominant, supertonic and tonic when enharmonically altered, 
and also with the modulatory uses to-which the chromatic 
concords and the chords of the augmented sixth may be put. 


88. ln answering question (a), the chord of the supertonic 
minor ninth in D will be used, resolving it as the supertonic 
minor ninth in F; the enharmonic alteration of the latter chord 
(G sharp to A flat) being supposed, as in the answer given below. 
In (b) the chromatic chord on the minor second of the key of C 
(Neapolitan sixth) will be quitted as if it were the sub- 
dominant chord in the key of A flat :— 


(2)") 250, enol oe he ee 
aseaice < 


Bye 2S] 


EXERGISES. 


1. Modulate from G major through E minor, D major, E flat 
major, C minor, back to G major. 


2. Modulate from A minor through C major, G major, D 
minor, F major, back to A minor. 


83. Modulate from B flat major through G minor, F major, 
F sharp major, B major, back to B flat major. 


4. Write a short passage modulating through four related 
keys and returning to first key. 


5. Modulate from A major through G major to B minor. 


6. Modulate in as few chords as possible (a) from C major to 
B major; and (b) from G major to B flat minor. 
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CHAPTER VII. 
How TO ANSWER QUESTIONS IN STRICT COUNTERPOINT. 


84. Of all the “requirements” for musical degrees and 
diplomas, counterpoint is to the large majority of candidates the 
most troublesome and probably the most frequent cause of failure, 
simply because its aim and end are often neither understood nor 
appreciated. The study of counterpoint, whether pursued in 
the ‘‘ strict’’ or in the ‘‘free’”’ style, is but the means to an 
end, viz., the ability to write melodiously for voices in combina- 
tion. That the same end may be attained through both 
avenues would be difficult to dispute; but, so far, experience 
has certainly proved that the somewhat thorny and troublesome 
road of strict counterpoint is the best by which to travel. 


85. In strict counterpoint various rules and recommendations 
are given as to what is advisable and what is not. Its 
limitations are of the greatest value in prohibiting the use of 
progressions (melodic, harmonic, and rhythmic) which experi- 
ence has proved to be undesirable. Let the student disregard 
these rules, or even indulge too freely in the one or two licenses 
allowed in strict counterpoint, and the result will most probably 
be a style of writing which can neither be termed ‘‘ counter- 
point” nor even “ good part writing.’ The late Sir John Stainer 
has remarked that ‘‘ counterpoint is counterpoint after all; and 
those writers who think that they can improve it by over- 
throwing its fundamental principles are just as unable to write 
good counterpoint as a freethinker is to write good theology.” 


86. The conscientious student too often imposes upon himself 
greater limitations than are called for by the rules. His 
exercises are written in such a spirit of hypercriticism, and 
his attention is so absorbed in little (and, usually, quite unim- 
portant) details, that the most essential point—the obtaining 
a good flowing style in each individual part—is lost sight of; 
and his exercises, instead of being a combination of ‘“ melodies,”’ 
are often only a stilted, cramped and uninteresting conglomera- 
tion of notes, or a succession of jerky passages entirely lacking 
the spirit of, and unworthy to be called counterpoint. 


87. This cramped and distorted view of the subject is the 
cause of failure far more often than the non-observance of the 
rules. The candidate who is content with mere ‘correctness ”’ 
is as most certainly doomed to failure as he who entirely 
disregards the rules and general principles of the subject; and 
in both instances the result may be a style of writing that is as 
ugly as it is uncontrapuntal. The strict observance of the rules 
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need not cramp one’s style; they are, indeed, as beneficial as 
they are necessary. At the same time the.candidate who aspires. 
to pass-lists must not only show technical correctness; his work 
must also exhibit a high standard of part-writing. A natural 
and melodious flow of the parts, each of individual interest and 
working well in combination with the other parts,—these are 
the chief characteristics of good counterpoint. 


88. The following remarks apply to any of the species and to 
any combination of species: (1.) Obtain good, strong chord 
progressions in the exercises. A Canto Fermo, like any other 
melody or unfigured bass, will usually suggest one particular 
series of chords of a more satisfactory effect than any other. 
Endeavour, first of all, to work the counterpoint on these chords, 
and only give way if a slight chordal alteration will result in 
greater melodiousness of the parts. (2.) Avoid the repetition of 
the same chord in successive bars, except in the case of C.F. 
which start with the tonic and leap to the mediant at the second 
bar. In working unbroken fourth species, however, the rule not 
to repeat the same chord in successive bars must often be 
disobeyed. (3.) Avoid modulating in a short C.F. unless the 
C.F. demands it. With long C.F., modulation may either be 
demanded, strongly suggested, or advisable for the purpose of 
obtaining greater variety of chordal treatment or for the sake of 
better flow of counterpoint. Ifa modulation is made, see that 
the first key is well established before modulating, and also 
that the return to the first key is made early enough to re- 
establish it before approaching the cadence. (4.) Avoid, in first 
species, the repetition of a note in two successive bars in the 
outside parts,-—i.e., treble or bass. (5.) In writing in three or 
more parts, aim at obtaining complete chords in each bar. 


89. A comparison of the passages marked ‘‘bad”’ and ‘‘ good’”” 
in the examples which follow may be helpful in forming 
the student’s judgment in the all-important matter of style. 


90, First Sprcies.—The working of examples in two parts 
in this species may be passed over with the reminder as to 
the necessity of obtaining good, strong and natural chord 
progressions. 


91. Seconp Specizes.—Do not indulge in a succession of 
uncontrapuntal leaps as in Ex. 1, but aim at a melodious and 
more conjunct flow as at Ex, 2:— 


Bai Bad, Ex, 2. Good, 

— se ee eee 
C.F. &e. &e. 

ee 


RYE? Pata y Se Pe 
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92. Turd Species.— Unnecessary and fidgety skipping about 
must be avoided (see Ex. 8). At the same time an occasional 
skip may add vigour to the counterpoint and prevent the 
monotony arising from too long continued conjunct movement 
(see Ex. 4). Endeavour to make the counterpoint varied in 
outline and vocally interesting :— 


Bx 3: Baa, xa. Good. 


carr aaEere 
ee ee es | 


93. When the third species is in the bass, a strong and 
vigorous style of writing should be kept in view, and here the 
occasional use of a skip is most valuable. Ex. 5 is far less 
strong and interesting than Ex. 6 :— 


EX. 3, Ex. 6. 


2S = == = 
ea ears 


Simca ALE ER 


ee 
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The too frequent use of ag Se -notes 18 ge — 


a —— —— 


95. Fourtu Sprecizs.—When a C.F. will allow of more than 
one solution, choose that which gives the strongest and best 
chord progression; if possible avoid breaking the syncopation :— 


ae Spy 


Cpe Se ee 


96. The stipulation is often made in examination papers 
that “the syncopation must not be broken.” Do not be 
tempted to take refuge in what appears to be the only 
possible solution if it involves the use of second inversions or 
two chords in a bar, or root position of diminished triad, thus :— 


SSS 
—= SSS 


It is more than probable that the correct solution of an 
unbroken fourth-species problem will entail the perfectly correct 


ae 
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progression (when the C.F. moves by step) shown at (*) in the 
following :— 


97. Firra Specizs.—Write in a simple style, but with well 
varied rhythm and interesting melodic outline. Use quavers 
sparingly; not more than two should appear in the same voice 
in any bar. Approach and quit them conjunctly, not by leap. 
Avoid the effect of over-elaboration which results from having 
too much movement in each bar. The non-observance of these 
maxims may result in the jerky, uncontrapuntal style of 
the following :— 

Bad, 


SSS Ss zee 
ee =! 


Ea 


A simple and far better style of counterpoint is shown in the 
following working of the same C.F. :— 


_—~Good. 


saree tee eee 
Se SS ae eee 


98. Remember that when two minims are used in a bar the 
second one need not be tied into the next bar. It is only whena 
minim, falling on the third beat, has been preceded by shorter 
notes—i.e., two crotchets, or a crotchet and two quavers—in 
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the same bar that it must be tied into the next bar. This rule, 
however, need not be observed in the cadence. 


99. Too much syncopation in fifth species is as bad and may 
be even worse than having none at all. Note the halting 
rhythmical effect in the following :— 


SSS 


100. While all that has been said in regard to each of the 
five species of counterpoint 1s applicable to any number of 
parts and any combination of species, the illustrations so far 
have been in two parts only. Examples will now be given of 
the combination of the various species in three or more parts. 


101. First Species (three parts)—Endeavour to obtain 
complete chords (three notes of different names) in each bar, 
except in the first and last :— 


(aa SS Se] 
oa ee ee | 


Every chord might easily have been made complete by beginning 
with E in the treble of the first bar; and, at the cadence, by 


letting the leading note (which should then be in an inner part) 
fall to the fifth of the tonic chord :— 


= eee 


= 
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102. SEconD anD THIRD SPECIES coMBINED.—Aim at a 
natural and melodious flow in each part. A little thought and 
care will usually reveal places where flowing conjunct movement 
may be obtained in the second species. Care must be taken 
that the two moving parts strike concordant intervals (third, 
fifth, sixth, or octave) at the third beat, except when both parts 
are proceeding in conjunct movement and in contrary motion:— 


i 
a 
ML 
L 
a 
Ne 
ull 
Qt 
ell 
eit 
me 


i 
nN 
i 
THO 
Ht 
i 
| 

| 


103. TurrD AND FourTH SPECIES COMBINED.—Endeavour to 
maintain unbroken syncopation. ‘The two moving parts should 
strike concords at the third beat of each bar. The note of 
resolution may occasionally be anticipated at the first beat of 
the bar in the third species when the third species passes up in 
conjunct movement. The use of this license (illustrated in the 
following example, bars 4 and 8), is often most valuable in 
obtaining a more flowing and interesting progression than could 
otherwise be procured :— 


StS) ————— 
C= : fe = Se tee 
i @ - ‘ SaaS! =| 
F ‘ee FA oa eee 0 os fe ae ee 


(1 a oar a al cal 
| f ase :| 


ene gies = ee ES = see 
eS SS et 
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104. Firry SPECIES COMBINED (THREE Parts).—The following 
points should be noted when adding two parts in fifth species to 
a C.F. Let the two parts commence in contrasted rhythms: 
one part beginning after a crotchet rest and having three 
crotchets in the first bar, while the other part enters (after 
a minim rest) with a minim tied or untied. Maintain this 
contrast of rhythm between the two parts throughout the 
exercise,—when one part moves freely, let the other be 
more sustained. The two moving parts should strike concords 
at the third beat of each bar, except when two parts are 
moving by step and in contrary motion. Do not use quavers 
in both parts simultaneously. 


105. As rhythm plays so important a part in fifth species 
counterpoint, an example is given below of two contrasted 
rhythms :— 

Showing Contrasted Rhythms. 


Aa SE ec a Pd SENS SE St = as 
om mm x i He eee o Ce? fase IS Ca 
SSIS SS 


106. The beginner often fails to obtain natural and 
comfortable starts and cadences. He will find some truth ina 
paraphrase of the old saying, ‘‘Look after the starts and 
cadences, and the middles will take care of themselves.” The 
following examples are formed out of ordinary contrapuntal 
formule :— 


ey be 

(ee te See J 
&e. 

Se pee 


C.F. 


SS 


teenies 
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107. An example of two fifth species against a C.F. follows:— 


S588 Pe Se Sees epee es ree: 


Se = 


108. FirrH Species COMBINED (FouR Parts).—The previous 
remarks as to striking concords at the third beat of each bar, 
and the use of quavers in one voice at a time, apply equally in 
four parts asin three. Aim at simplicity of style ; avoid over- 
elaboration, which will result if too many crotchets and quavers 
are used in each part; and sing each part to see that it is 
varied in rhythm and interesting in melodic outline. 
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109. A good start may usually, if not always, be made by 
bringing in two of the voices in contrasted rhythms in the first 
bar, the remaining voice entering with a minim (tied or untied) 
at the third beat of the second bar. To obtain good starts 
and cadences is of the utmost importance. It is usually 
advisable to sketch the cadence (introducing a suspension in 
one of the voices if possible) before filling in the middle bars 
of the exercise. Examples of four-part starts and cadences 
follow :— 
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CADENCES. 


re 


222 eee 


It will be noticed how frequently the same melodic formule are 
used in the above examples, although the parts may be in 
entirely different positions. 


110. A complete example is now given :— 
Car. 


=== e ===! 


eee 


= 5 SSS Sere 
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111. Five Specizs CoMBINED.—It is only to be expected that 
as the parts increase in number, to obtain good part-writing 
the rules should be somewhat relaxed. The style of each 
individual part cannot usually be maintained at as high a 
standard in difficult combinations of the species, and in many 
parts, as in more simple exercises. The following shows how 
a very difficult combination may be managed :— 


ALL THE SPECIES COMBINED, 


Ler 
a eee << 
= 

Co =e 

a Se 
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ee ee 
SSS SS eS eee yl 
es 
(2S SS Se eS | 


BXEKCISES., 


1. To the following C.F. add a melodious and flowing treble 
in second species :— 


8 


2. To the following C.F. add a melodious and flowing bass 
in second species :— 


(ZS ee 


8. To the following C.F. add a melodious and flowing treble 
in third species :— 


SS 


4. To the following C.F. add a melodious and flowing bass 
in third species :— 


re 
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5. To the following C.F. add an alto in unbroken fourth ~ | 


species :— : 


Se ee ee a ee 


6. To the following C.F. add a bass in unbroken fourth _ yi 


species :— 

(ae eee ee ee ee 
7. To the following C.F. add a treble in fifth species :— 

ee 
8. To the following C.F. add a bass in fifth species :— 

ee ee eS ee 


9. To the following C.F. add treble and alto parts in first 
species. Every chord must be complete :— 


10. To the following C.F. add a treble in second species and 
a bass in third :-— 


| ae ee ee 


11. To the following C.F. add a bass in fourth species 
(unbroken) and a treble in fifth species:— 


ere ee | 
12. To the following C.F. add an alto and bass, both in fifth 
species :— 


sere ee 
13. To the following C.F. add treble, alto and tenor parts in 
fifth species :— 


= 


14. To the following C.F. add treble, alto and bass parts 
in fifth species ;— 


ae ee eee 
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Charlie: Vit. 


How To write Hymn Tunes anp CHANTS WITH 
Mopvu.aTIons To RELATED Keys. 
112. Question.—Write a long-metre hymn tune in G major, 
making modulations to four related keys. Employ varied and 
appropriate cadences. 


In answering this the following points should first be con- 
sidered :—(a) places of the various modulations, (b) cadences 
to be employed, and (c) manner of modulating. Each of the 
above points has been dealt with, in connection with other 
subjects, in previous chapters. To save reference they will 
again be briefly touched upon here. 


118. PLaceEs oF THE various Mopu.tations.—The keys 
related to G major are:—the relative minor (E minor), the 
dominant (D major), the relative minor of the dominant (B 
minor), the subdominant major (C major) and the relative minor 
of the subdominant key (A minor). An eight-bar sentence (asa 
L.M. hymn tune will be, written in quadruple time) is divisible 
into two phrases of four barseach. The first phrase of a musical 
sentence usually contains modulations on the sharp side of the 
original key and ends with a cadence in the dominant key; 
the second phrase usually contains modulations to those 
related keys which are on the flat side of the original key, and 
is then brought to a conclusion in the original key. 


114. The question asks for modulations to four of the related 
keys of G major. Those on the sharp side of the key (and 
therefore to be used in the first phrase) may be the relative 
minor (E minor) and the dominant key (D major); the related 
keys on the flat side of G major are C major and A minor, 
and these will be used in the second phrase. 


115. Capences.—The right use of cadential effects is of 
the greatest importance. The use of a full close at each separate 
modulation would destroy the continuity of the tune and 
cut it up into a succession of fragments. A strong cadential 
effect (full close) may rightly be used at the end of the first 
phrase, where the music modulates to the dominant key. At 
the two points in the middle of each phrase weaker cadential 
effects should be employed,—such as the half close or the weak 
form of full close with the third of the chord instead of the root 
in the upper part,—or a false cadence may be used. 
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116. Four cadences which may appropriately be used at the 
end of each of the four lines of a tune in G major, are given 
below. ‘The first line ends with a half close (weak cadential 
effect) in the tonic key; the second line may pass through the 
relative minor (E minor) and be brought to a conclusion in the 
dominant key by a full close (strong cadential effect); the third 
line may pass through A minor and then proceed to C major, a 
weak cadential effect being obtained by the use of the false 
cadence; the fourth line returns to the original key (G major), 
and is of course’ brought to a conclusion by the use of the full 
close :— 


First Line. Weak Cadence. Second Line. Strong Cadence. 
1 


pa al 


NG 


— oe 
ice ae = 2 == oS 
ages ee 4 ae 


Third Line. Weak Cadence. Fourth Line. Strong Cadence. 


SSG SS Ss : 
oe 


Ree 
| 


ae ere 
2 


117. Manner oF Mopuratinc.—The modulations in the 
second line from G major to E minor and thence to D major 
may be effected easily and smoothly by means of chords 
common to both keys,—7.e., the key which is being quitted and 
that which is being approached. For example, the chord 
marked * at (a) below is common to both G major and E minor; 
while the tonic chord of E minor (see (b)) is also common to 
D_ major, and is one of the best chords to use in approaching 
the cadential 6-4 in the latter key :— 


(4) * (0) 


in ae = a ko 
marek = 


Nya 


| 
os ee 
Se 


TOL 
un 
a 
ne 
Q 
cee 
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118. Short modulatory passages such as those to A minor and 
C major in the third line are usually most effective when 
the melody is in sequential form. The example below shows the 
use of these link chords,—i.e., those which are common to 
the keys of A minor and C major and also to C major and 
G major, to which key the music returns in the fourth line:— 


| 
(aoe 
ee rae es eee deal reer | 
| | |x | 3 SI " im 
| | | -o- ps e- | 
el =— —— i 
— e | 


119. It must be understood that this diatonic manner of 
modulating (by means of a chord common to both keys) is not 
always an absolute necessity unless specified in the question. 
For example, the modulation from G major to E minor and 
from A minor to C major might have been effected chromatically 
in some such manner as follows :— 


G major to E minor. A minor to C major. 
aT j 


z | Af N 

a = = = | c2 oe a i 
i=) So 

Pee el oles: 
| | A | | 
off = = oe tg “hes 
SS 
F eal | (al 
In the majority of cases, however, diatonic modulation, where 
possible, is preferable by reason of its greater smoothness of effect. 


120. The following example exhibits the various points 
previously dealt with :— 
L.M. Hymn Tune witn MopvuxaTions TO Four ATTENDANT KEYS. 


= ee es] 
3 E =e = t OT St—e 
we SS = i = Peto—S | 
(pee eee eee See ee 


ete a, re tt ames 
foes | ilo 

2 es ee O89 a 

a OO i= Te Li 
ee 
mo 

NP alee eens | ee ee 

as es Ss eee eee 2S 
cc oe tite es eel eae aA 
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121. Question.—Write a double chant in D minor with 
modulations to four attendant keys. No chromatic semitones are 
to be used.—The examination of a few hymn tunes and double 
chants in minor keys will show that modulation is indulged 
in far less than in examples in major keys. Frequently only 
one modulation (to the relative major key) is to be found. 
Modulations in short sentences—such as hymn tunes—in the 
minor mode certainly have a more disturbing effect upon the 
tonality of the passage, and are more difficult to introduce 
smoothly and effectively than in the major key. Four 
modulations to the relative keys of D minor are asked for in the 
question, and to introduce them smoothly, some care was 
necessary in writing the example below; the related keys used are 
F major, C major, A minor and G minor. It will be observed 
that no chromatic semitones (i.e., semitones formed by the use 
of an accidental against the second of two notes which are on 
the same degree of the scale) have been used in introducing the 
modulatory chords :— 


DouBLE CHANT WITH MopuLaTIONs To Four ATTENDANT Keys. 


Seer 
ae eee 


122, QuEestTion.—Write a single chant for alto, tenor and bass 
voices (three parts) containing a modulation to one related key. 
No chromatic semitones.—In the example which follows it will 
be seen that a modulation to the dominant key is made at the 
end of the first strain. It should also be noticed that each 
chord is complete,—1.e., contains three notes of different names. 
To effect this, the leading note is made to descend (as it may do 
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when in an inner part) to the fifth of the chord at the end of the 
second strain :— 


aa | 


EXERCISES. 


1. Write a S.M. hymn tune in the key of G major, making 
modulations to three related keys. No chromatic semitones are 
to be used. 

2. Write a C.M. hymn tune in C minor, containing 
modulations to three related keys. No chromatic semitones. 

3. Write a L.M. hymn tune in E flat major as follows: the 
first line to end with half close in the tonic; the second line to 
pass through G minor to B flat major; the third line to pass 
through F minor to A flat major; the fourth line to return to 
E flat major. No chromatic semitones. 

4, Write a double chant for four voices in the key of F major, 
making modulations to three related keys. No chromatic 
semitones. 

5, Write a single chant for four voices in the key of C major, 
containing a transition through the relative minor key. No 
chromatic semitones. 

6. Write a single chant for three male voices (alto, tenor, 
bass) in the key of C major, containing a modulation to the 
dominant major key. Each chord must be complete. No 
chromatic semitones. 
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CHAPTER IX. 
How To app CoUNTERSUBJECTS TO FUGUE SUBJECTS. 


123. While the writing of a part in double counterpoint against 
a subject carries with it certain limitations from a melodic point 
of view by prohibiting the use of various intervals, the harmonic 
and rhythmic limitations of strict counterpoint do not now apply. 
The counterpoint employed in writing countersubjects is free: 
all discords as are used in harmony (provided they are 
properly resolved), repeated notes, and groups of quavers may 
be freely employed. 


124. The essential points of a good countersubject (apart 
from the obvious fact that it should be written in double 
counterpoint for inversion at one or more intervals) are as 
follows: (a) it must be distinctive and interesting in melody and 
rhythm; (b) it should be contrasted in style with the subject; (c) it 
should form a strong and satisfactory chordal progression in 
conjunction with the subject. The above points will now be 
briefly considered separately. 


125. The following three short countersubjects will illustrate 


‘‘ individuality ’’ and * character” :— 


1d52, ab HANDEL. Oboe Concerto. 
ese ——= eres 
— —_— ==} 
IDSA Dea Haypn. ‘‘Creation.’’ 
—ly- -O_@ _© os — —3=~< 
i a eee 
ee = S— ——— pe) sl EE Is 
Exar MERKEL. Organ Fugue. 
2 ‘aeiaee = aes = ae 
Zs “he-e-8 te 2s fo 2 fe =| 


Each of the above is, so to speak, a living thing and possesses 
an individuality, It is not necessary to multiply examples under 
this heading—the same distinctiveness and individuality of 
character will be seen in the countersubjects which will be 
given in illustration of the other points to be dealt with. 


Jb pais thd 
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126. THE CoUNTERSUBJECT SHOULD BE CONTRASTED IN STYLE 
WITH THE suBJECT.—This contrast is usually rhythmical. 
Unless an exceptional effect is wanted, it would be unwise to 


obtain contrast by opposing two themes of distinctive character 


against each other; such, for instance, as a solemn subject and 
a lively countersubject. Both the subjoined countersubjects 
form a distinct contrast to, and yet are not inconsistent with, 
their respective subjects :— 


Ex. 4. Subject Bacu. ‘‘Wohltemperirtes Clavier.’ 
oS eee = 2 S 

4 2 — e—| io =e — 

Countersubject. é 

ps i ~~ -Ee- 2 oe Sie ae = fo @ 
ee 
= se a ee ee 
XS = Me 

ip? oe oe oe ee ee ee a 
=a ——— = as , de #6 = 


Haypn. Fifth Mass. 


Sere 


zupies a 
oe 
4 oO ze @ = 


The student should notice how the sequential subject in Ex. 4 
is accompanied by a sequential countersubject of a florid and 
figurativetype. The character of the quotation is quite different 
from Ex. 5, which is for voices. It must not, however, be inferred 
that the countersubject in an instrumental fugue must be of a 
more florid style than in a vocal fugue. 


127. The style of countersubject to be added to the subject 
of an organ fugue will depend upon the character (and speed) 
of that subject, and the candidate must exercise his judgment 
as to what style is felt to be the most appropriate. The 
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following examples show organ fugue subjects with appropriate 
countersubjects :— 


Bene: Subject. 


Ex. 7, Countersubject. Fa C.H. 
2 ee ee at OEE as 
gee eae See oe 

Subject. 


I 


(eee eae 


128.—THE CoUNTERSUBJECT SHOULD FORM A SATISFACTORY 
CHORD PROGRESSION IN CONJUNCTION WITH THE SUBJECT.— 
Strength and definiteness of chordal effect should be primarily 
sought, after, and the student should harmonize the subject 
before attempting to deal with the melodic and rhythmic 
elements of the countersubject. Usually the chord pro- 
gression should be of the simplest nature, the figurative 
work being founded upon such simple and strong progressions 
as may be obtained by the use of tonic, dominant, supertonic 
and subdominant chords. Simplicity of chord structure is 
even more necessary when a complete fugue and not an 
exposition only has to be written; for a countersubject which is 
satisfactory enough in a major key may prove either unworkable, 
or of bad chordal effect when it appears in the minor keys of the 
middle section of the fugue. 


129. As illustrating the above remarks, the following will 
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show the chord progressions on which the examples previously 
given are founded :— 


HANDEL. Oboe Concerto. 


= SS ae ee ee 
oe as = 


MERKEL. Organ Fugue. 


= 


Ex. 4. Bacu. ‘'Wohltemperirtes Clavier.” 
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Ex, 5. ; ; Haypn. Fifth Mass. - 
. 4 ae 2 a eee 
5 @ rst a Bes 


leer Coat 
RN i Ne ee 

eee — 1s 4 ] i-@_—@ = 4 

Qu fie): FES 
=63 l e e oe Led Tea re 


130. When a fugal exposition only is required—as in the 
examinations for the Fellowship of the Royal College of 
Organists—it will be sufficient if the countersubject is written 
for inversion at the octave or fifteenth only. If a complete 
fugue has to be written (as in the examination for the degree of 
Bachelor of Music), the candidate might exercise his ingenuity 
in inventing a countersubject invertible at some other interval 
or intervals besides the octave (or fifteenth), for use in the 
middle section of the fugue. 


131. A countersubject invertible at the octave will now be 
written to the subject given in the F.R.C.O. examination, 
_ July, 1886 :— 


SUBJECT. 


fad eee eae 


| Re 


| Rp See] 


—- 


N Ere >: 
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Following the plan previously given, the harmonies suggested 
by the subject will first be sketched :— 


THE SupyecT HARMONIZED. 


Sas ae ee 
pits See. z=! 
=. 


The student will notice how naturally the little sequential 
modulations follow each other. 


132. A satisfactory chord basis having been obtained, the 
rhythmic and melodic character of the countersubject may 
receive consideration. Movement will be desirable at the 
crotchet E of the subject (first beat of second bar): here an 
excellent opportunity for a suspension A to G_ sharp 
with ornamental resolution presents itself, resulting in a 
thoroughly contrapuntal little passage. Another opportunity 
for a suspension is seen at the second half of the fourth 
bar. In.the opening bar, and also in the second bar, dotted 
crotchets may be used against the quavers of the subject with 
good effect and contrast of rhythm :— 


COUNTERSUBJECT AT THE OCTAVE. 
com 


Subject. " peo 1 == 
2 SSS eee ae sees eee 
Countersubject. 3 Sasser = Sra 
SS 
= a a = 
Pett! == 
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183. Some fugue subjects lend themselves to the addition of 
counterpoint invertible at two or three.intervals much more 
easily than others. The following examples show a counter- 
subject invertible at the fifteenth, the tenth, and the twelfth :— 


Subject. 


Countersubject, invertible at the fifteenth. 


et ee ere 


Countersubject, invertible at the tenth. 
Saas lo SS 
Sea SY fea ae pee ey ea et HE jeseeras AE 
Subject. 


eS Sa 


Countersubject, invertible at the twelfth. 


Soe efepecetl ISAs AY 


— eee 


Subject. 


See 


cat Se 


Such a countersubject as the above will often combine well 
in thirds :-— 


ii 
Ait 
| 
Nil 
| 
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The subject may also appear in thirds simultaneously with the 
countersubject in thirds :— 


s —_-e —| 


&e. 
—s eo i = 

S = Saale ZB = SS {| 
Other positions are possible besides those given. The examples 
have been written as above for the sake of clearness, and without 
regard to good vocal positions and compass. In the actual 
writing of a vocal fugue the parts would of course be quite 
differently arranged. 


184. It is not thought necessary to give illustrations of the 
addition of countersubjects to the more elaborate style of 
subjects usually found in instrumental fugues. The same 
general principles apply as in vocal fugues. The chief differ- 
ences are the wider compass and the more florid and rhythmic 
style of writing employed. In fugues for the organ or stringed 
instruments phrasing is an important feature in obtaining 
rhythmic contrast between subject and countersubject, and in 
this connection groups of repeated notes of small time value 
(very seldom employed in a vocal fugue) are often to be found. 


EXERCISES. 


Add countersubjects, invertible at the octave, to the following 
fugue subjects :— 
No. 1. For Voices. 


a 
os ee 


a 2. For VoIcES OR ORGAN. 


(ere == eae 
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No. 3. For VOICES OR STRINGS» 


gas eee tee ee 


a =e 


No. 4. For ORGAN. 


fips 


év 3 = = a : en = = 
—— 


Add countersubjects, invertible at the octave and tenth, to the 
two following subjects :— 


No. 5. For VoIcEs. 
=a eae 
; =—S 
No. 6. For ORGAN. 
aS 
ae ms te = 5 o-| EES ae ote a Lee 
z | é oe = 
——S > ere E ee 


Add countersubjects, invertible at the octave, tenth and 
twelfth, to the following subjects :— 


N.B.—The ending of the counterpoint at the twelfth may, if necessary, be free. 


No, 7. For Voices. 
—)-_g—-+ —=—~ | st 
= ee 
; T 


No. 8. For STRINGS OR ORGAN. 


¢ | SS 
6? Sa ee 


ats — mire — Se =e 
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GARTER 3 
How To wrRiTE Fucue ExposiTIons. 


185. Question.—Write a fugal exposition in four vocal parts 
on the following subject. The countersubject must be in double 
counterpoint :— 


As the treble voice leads off with the subject, the other voices 
will enter as follows:—Alto, Answer; Tenor, Subject; and 
Bass, Answer. With the above order of entry, the countersubject 
is in the same relative position to the subject and answer 
throughout. The countersubject should be exhibited below as 
well as above the subject, and therefore an additional entry of 
the subject in the soprano is given in the working which follows 
later, so that the countersubject may appear below it in the bass. 
In writing a complete fugue (as for Mus.B. degree) there would 
not be the same necessity for this additional entry, as many 
opportunities would arise in the entries of the middle section for 
showing the inverted position of the countersubject. 


136. In the previous chapter it was said that the counter- 
subject should form a strong and satisfactory chord progression 
in conjunction with the subject. The following examples show 
a countersubject which will allow of several different yet 
satisfactory harmonizations :— 


ae foe — |— | wiv 
@ 


at | 
Subject. a ‘Side 4 J e é. 
es 


Countersubject. 
F 


78 EXAMINATION QUESTIONS 


= = sare — | 
= ee 


1 
Countersujecte w: $ ies al ae $- ote @_ 
= @ 


oe seers | 
Subject. 
a eS = j Ls |. > 
(SSS 
Subject oan 


Countersubject. 


187. Such harmonic variations as are seen in the above are 
not only advisable, but may be of distinct value in avoiding the 
monotony which might otherwise result from the frequent 
repetition of exactly the same chord progression in the course 
of the exposition. The two “free’’ parts (which are instru- 
mental in forming these variations in chordal progression) may 
also gain in interest by having a choice of two or three 
chordal progressions on which to build them. 


188. The addition of two parts in ‘‘free’’ counterpoint is 
often a source of trouble. Failure to recognize the general 
principles and benefit of the restrictions of “strict” fifth 
species counterpoint is usually responsible for the absolutely 
uncontrapuntal style of many ‘‘free”’ parts in the work 
of students. It is extraordinary that even those who have 
had a course of training in combined strict fifth species 
counterpoint should perpetrate such rhythmic atrocities as 
follows :— 


Bad. 


(2S == = SS Sey 


139. The rules of “‘strict’’ fifth species are, of course, 
considerably relaxed when writing ‘‘ free” counterpoint ; but 
such a passage as the above shows not only an absolute 
casting aside of the rules, but a lack of insight into the spirit 
and general principles of counterpoint for fugal purposes. It is 
hardly necessary to analyse the above: its rhythmic “‘ badness” 
is too apparent. Subjoined are given three versions of what is 
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in substance the same passage, but in which the rhythms are 
now quite satisfactory :— 


Sg 


. @ Sane 


(eS 


(= SS 


140. Over-elaboration in the added parts and a want of 
proportion between the amount of movement in the subject and 
the countersubject should be avoided. The following example 
shows a countersubject absurdly out of keeping with the style 
of writing suggested by the subject :— 


@ 


& 7 
; Subject. Bad. Countersubject. 


(aera ae 


eel 
SS 
a cele 4 o—,-0-2. eke) 


Answer. 


—— eee 
aad o=] 


c= 


141. The non-recognition of the ‘“florid’’ element (passing 
notes, &c.) in subjects of a more or less elaborate nature often 
causes the inexperienced student to use groups of quaver 
chords as follows :— 


as SS? 


2 


Subject. Very bad. 
(re oe ee 
(=e ee 
@ @- “@ aa) oe ee ‘s 
aie J aan ae &c. 
2 (os Slee 6 12 PS r} ses ttoe ee < 
‘Ss —— eee 
— a = 


The effect of the above is extremely bad from a rhythmical 
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point of view; moreover, the added parts are not fugal 
counterpoint. The following is the style of writing required :— 


eee 


o o-e——_ S25 = ————— 
= 


142. A complete exposition of the subject in par. 135 follows. 
Codettas are used at the tenth and fourteenth bars to lead 
smoothly from the key of G to the key of D and vice versa. 
An additional entry of the subject (the need for which was 
explained in par. 185) is seen in the treble at the fifteenth bar, 
with the countersubject in the bass :— 


; Subject ) Counter- 
c tee te z f —_— a= Fate 


(ees er ee eee ae ec 
= ea Countersubject. 
a eee eee 
Subject. 


SS 
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Codetta. 
ay 


Counter- 

=e ee ee 
Answer. 
= es — — ga——. 

SSS eee 
Codetta. 


o—- << 
SS es Seaiaee 


Countersubject. —— 
Pees (2a eee oe 
2 = ee ao 


148. If the subject starts in either of the two inside voices, 
alto or tenor, the last voice to enter should be an outside voice, 
either soprano or bass. For example, the order of entry for a 
subject in the alto would be best arranged as follows: (1) alto, 
subject; (2) tenor, answer; (3) bass, subject; (4) soprano, 
answer. Not alto, soprano, bass, tenor. For a subject in 
the tenor: (1) tenor, subject; (2) alto, answer; (3) soprano, 
subject ; (4) bass, answer. Not tenor, bass, soprano, alto. 
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144. Ina fugue exposition for organ, three staves should be 
employed. If the part corresponding. to the tenor voice is 
inconveniently high for the bass clef, it will be better to use the 
treble clef for the left hand, rather than to mix up this part with 
the two parts (soprano and alto) using the right-hand stave. 


145. Question.—_Write a fugal exposition in four parts, for 
the organ, OF the FON EES subject :— 


ps SEED seat ates ee EE 


When, in working an exposition only, a Awhaaiae is not 
stipulated for in the question, its use or omission is entirely at 
the discretion of the candidate. In expositions on subjects of 
an elaborate nature the omission of a regular countersubject 
(if one is not required) is certainly advisable, if thereby a 
higher standard of part-writing can be obtained. ‘To illustrate 
this no countersubject will be used in working the above 
question, although it is quite possible that one might have been 
introduced without impeding to any great extent the flow of 
the two free parts. In order to save the use of a Codetta 
between each entry of subject and answer, the parts correspond- 
ing to the Alto and Bass may be brought in at the third 
(instead of the sixth) quaver of the bar. This will be seen 
at bar 4, where, until the ‘‘tenor”’ part enters, the “alto” part is 
given to the left hand and placed on a separate stave. 


FuGurE EXPOSITION FOR THE ORGAN. 
——_—. 


wee = sheree ek 2 
eB eee cree meee 
- > = Y=. | 
li eee er a eee pecoes 
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EXERCISES. 


1. Write a fugal exposition for four voices on the following 
subject. The countersubject must be in double counterpoint, 
and its inversion must be exhibited :— 

a 
Ce ee ee ee 
2 SS es ee 


{rene coerce se —— 
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2. Write a fugal exposition in four parts on the following 
subject, for either voices or Strings. 
(Note that no countersubject is required in this exposition.) 


ae == ae ee 


oa - 
eS eee ee ee _F See 


(a == =| 


8. The same as for No. 2. 


(SS ea 


4, Write a fugal exposition in four parts on the following 
subject, for either voices or organ. The countersubject must 
be in double counterpoint. 


: ra : = —— a | 4 
- 20-8 —_22-,4——- e*—g@— — _|— oo sf 
ae ae 2 == a wer z C ogeei-t oe =e 


= 


5. Write a fugal exposition for string quartet (two violins, 
viola and ’cello) on the following subject. 


(Note that no countersubject is ee in this.) 


aoe = tras Saiee= eee Seer = 


6. Write a fugal exposition in four parts for organ on the 
following subject. The countersubject must be in invertible 


counterpoint at the 8ve or 15th and its inversion must be 
exhibited :— 


OFS. 8S = 5 Bp —5 — 
—— ae =e eee 
(ps OE ee in OE TORE te ee 

SS 


sees peer reser 


N.B.—A countersubiect to the above may be seen in par, 127, Ex. 7. 
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CHAP AIME Kaecle 
How TO ADD Parts To GRouND BASSES. 


146. Question.—Harmonize the following ground bass four 
times in four parts, and end with a short coda :— 


ce ae : 
SS = a 7 S— “| 
Contrasted treatment at each repetition of the bass is of 
paramount importance in the working of ground basses. 
When four appearances of the theme are required, the following 


is a good method :—(1) Pian; (2) SusPENsions; (3) PassING 
Notes; (4) ImitTaTIons. 


147. In addition to differences in style of writing, varied 
harmonic treatment is also of importance. At each repetition 
some change in the harmonization of the bass should be made. 
Usually the bass will present opportunities for transitions to 
two or three related keys. When working the Exercise the 
student should make a note of several possibilities of varied 
harmonic treatment, and select those which can be introduced 
most easily in the second and subsequent repetitions of the 
theme. The following rough sketches illustrate, step by step, 
a method for working the above and similar questions. 


148. The harmonies accompanying the bass at its first 
appearance should usually remain in the tonic key :— 


SSS 
Stes J 


149. In the subsequent appearances of the theme, transitions 


@iall 

ts 

Qo 
SS 


| 

git 
’ 

a 
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to the related keys of C major, A minor and E minor are 
possible, e.g. :— i 


(Sse eg ES 
Tees A) “(~ oP me 
F ue Ps | i &c. 


St om 
pope poet ee 
SS Se ee 


150. Having sketched one or two variations in harmonic 
treatment of the bass, consideration may now be given to 
variants in style of writing to be employed in the second and 
subsequent appearancesofthetheme. At its second appearance, 
suspensions should be introduced. These may be single, double 
or triple, and modulation to one or more of the keys previously 
arranged should be made. The following shows the suspension 
possibilities of the bass and introduces the modulation to 
A minor shown above :— 


151. The above must not be regarded as the actual working, 
but merely as a rough sketch of the places where the bass will 
allow suspensions to be introduced. Moreover, the sketch 
given is subject to considerable alteration. For example, the 
tenor part has only the one suspension (B to A in quavers), 
while.the alto has four. If possible, the suspensions should be 
equally distributed among the three added parts. Again,ifa 
more elaborate movement is felt to be desirable, ornamental 
resolutions of the suspended notes may be used instead of the 
plain resolutions :— 


= te? @ - me 
Gore <a e 


SF 
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152. At the ‘third appearance of the theme, passing notes, 
auxiliary notes, and other means by whichasimple harmonic or 
melodic passage may be elaborated, should be employed in fairly 
equal proportion among the three added parts. The following 
sketch shows rhythmical imitation of the treble in the alto and 
tenor parts. The blanks will, of course, be filled up in the 
complete exercise :— 


153. At the fourth appearance of the theme, a point of 
imitation may be worked in contrapuntal style :— 


154, With the above material as a foundation, the working 
of the complete ground bass will present little difficulty :— 


ea epee 
ee ee eee 
al <a ciple Poel icra 
eal 
wepree ape der ad 
— oe = 
7 a = =ae = 
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155. Question.—Harmonize the following ground bass three 
times: the first time in two parts, the second time in three parts 
and the third time in four parts. Adda cadence to conclude :-— 


eimai 
ma 


= ise ee 
ee ee 


The ordinary scheme of treatment of a ground bass (plain, 
suspensions, passing notes, imitations) will not apply in this 
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case. The working which follows gives the flowing and 
melodious style required :— 


156. In working ground basses wherein vests play an important 
part it is usually advisable to regard the bass note immediately 
preceding a rest as being continued until a new bass note 
occurs. If the following bass be played (the same notes as in 
the first example, but now in quadruple rhythm and with rests 
interspersed), the effect on the ear is that the notes D, E, and A 
respectively are continued throughout the crotchet rests :— 


es See aan a0 eS - === =| 
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The harmony used at the beginning of each bar should 
therefore be continued during the rests (or, at any rate, during 
the rests no change of chord should be made in the three upper 
parts of which the previous bass note cannot form a part). 


157. It follows that if a chord is to be continued for three 
beats (as in the above), passing and auxiliary notes must 
be freely used to keep up the necessary movement. The 
following bars show the style in which each of the four 
variations may be continued according to the scheme given 
in par. 146 :— 


oe (aN = ad GG 


— || ‘ 
— 
—s ig ot |. “~~ 
2 eeee ee eee 
one =e l ee 15 =, 


EXERCISES. 


1. Harmonize the following ground bass four times in four 
parts, and add a short coda. Vary the harmony at each 
repetition, and obtain contrast in style by employing suspensions, 
passing notes and imitations at the second, third and fourth 
repetitions respectively :— 


<7 — ae eee —s 
oF ee 


2. Harmonize the following according to the directions 
given in Ex, 1:— 


Se = See 
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8. Repeat the following ground bass four times in all, and add 
a short coda :— 


ae Za 

SS SS st ee a eel 
4. Repeat the following ground bass three times in all, and 

conclude with a short coda. The harmonization to be in two 

parts the first time, then in three parts, and finally in four 

parts :— 


CHAPTER XII. 


How To ARRANGE FOR ORCHESTRA PASSAGES WRITTEN FOR 


THE PIANOFORTE. 


158. This chapter deals with the scoring of music not 
originally written for the orchestra. The subject is an extremely 
difficult one, and a whole volume would be necessary to deal 
exhaustively with it. Within the limits of a single chapter it 
will be .possible to give only a few general hints, with 
illustrations showing how various types of passages may be 
arranged for orchestra. For reasons of space, the scoring, in 
most instances, has been condensed into as few staves as 
possible. 


159. The following passage is from Beethoven’s Pianoforte 
Sonata in A flat ea 26) :— 


Andante. es 80. 


se ee 
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The very beautiful melody of this extract is in octaves, with a 


simple and sustained type of accompaniment. Of the many 


possible instruments to which the melody might be assigned, 
the horn will certainly best bring out its ‘“‘dreamy’’ character. 
This horn solo will be better in effect if not doubled in the 
octave above, as in the pianoforte version, for first two bars. 
The first clarinet may join the horn in the octave above at the 
third bar. 


160. Consideration must now be given to the accompaniment. 
Low holding notes on the wood-wind alone will not furnish 
sufficient colour contrast to the melody, and, however much 
subdued, would be somewhat ‘“‘rigid,’’ and even a little coarse 
in character. Therefore strings are certainly the best, and to 
these may be added some wood-wind fer the crescendo at the 
third and fourth bars:— 


———_ —— 

Clarinets in BD. = 
Se = 
eens 8 - — 


Bassoons. a — 
——— es 


SS 


| 
Cellos and Basses. = en! 


One or two slight divergences from the original version will be 
noticed. In the pianoforte score the octaves in the melody at 
the third bar are of course maintained by the lowest note (BP) 
in the right hand. At the fourth bar there isa C against Dp in 
the upper octave of the melody. While this may sound 
perfectly good as an arpeggio on the pianoforte, the clashing 
between the horn and clarinet (if so arranged for orchestra) 
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would be disturbing to the beauty of the melody, and therefore 
D? is given to the horn as well as to the clarinet. In the 
accompaniment, the E flats in the first violins and violas are tied 
in the first and second bars, and crotchets are used (instead of 
repeated quavers) in the second violins and violas at the fourth 
bar. While repetition of notes may be necessary or desirable 
in pianoforte vérsions of music, these repetitions are often 
better omitted in transcribing for orchestra. 


161. The following extract from Beethoven’s Sonata in E flat 
(Op. 81) formed part of the passage set at the examination 
for F.R.C.O. in July, 1887 :— 


eee J=108. Bee os 
aca + | 
e — 
= ie e =| o- EF | oar e E = 
ies re oie ogee 
“ete, sf P : oa. 
s——ypal a ‘comm by aol 
eae Te a ap 2 fe @ ptt tet 
= sel se a Hee. ee aia vere +s ee e: 
— i 


This passage has been chosen because, although it comes under 
the same category as the first example (i.e., melody with 
accompaniment), yet it differs from it in many ways, and in 
transcribing it for the orchestra the accompaniment will need 
considerable amplification and re-arrangement. From the last 
beat of the second bar the melody may be given to the first 
violins, doubled by the two clarinets, one in unison and the other 
in the octave below. The accompaniment as it appears in the 
pianoforte version is not only much too thin, but is entirely 
inadequate for orchestral purposes. A firm and distinct passage 
is required in the bass. For the first bar detached crotchets 
may be used. The sf at the second bar both implies and 
requires a fuller and more sustained effect, therefore a dotted 
minim is given to the basses at this point; the sf at the end 
of the second bar strongly suggests the phrased passage as seen 
in the bass part of the orchestral version. The quaver arpeggio 
figure is replaced by arpeggio passages for the second violins and 


violas. Even with this amplification, the accompaniment would 
G 


94. 


be thin and lacking in “‘ body.”’ 
wind or horns will remedy this defect :— aie 


Flutes and 
Clarinets. 


Bassoons. 


Horns in F, 


Ist & 2nd 
Violins, 


Violas. 


Cellos and 
Basses. 


EXAMINATION QUESTIONS 


Fe ey Shor 


— —= | 
2S SS ee as 
ao ————— 
ou --° iz 
| { 
gu ee of — 
r > | nn nl 
ae ee 
= a Ss 
nS 
cres. = sf Sf = 


= 


A few sustained notes for wood- 


—_—— 
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162. The following (from the slow movement of Beethoven’s 
pianoforte Sonata in E flat, Op. 7) is an extract from the passage 
set at the examination for F.R.C.O. in July, 1886 :— 


Largo, con gran espressione. 


The first two bars are of a polyphonic nature, and the three 
parts (which may be described as soprano, tenor, and bass 
respectively) could appropriately be given to strings, doubled by 
wood-wind, thus:—Soprano, first and second violins and first 
clarinet, all in unison; Tenor, violas and first bassoon in 
unison; Bass, ’cellos and basses with second bassoon. At the 
second bar this thin three-part harmony should be amplified 
by the remaining wood-wind,—z.e., flutes and oboes and 
second clarinet. The low A in the first bar of the pianoforte 
version should be omitted from the orchestral arrangement. 
Thick low chords for the left hand were effective on the 
gentle-toned pianofortes of Beethoven’s day, but are usually to 
be avoided in transcribing for orchestra. In the third bar the 
slow and sustained three-part chords may be given to three 
horns (a beautiful effect), while the rhythmic idea is supplied 
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by detached chords on the strings. Note that a minim replaces 
the repeated crotchet C of the horn part :— 


=a Tee # 
[Qe wee: ee SS eS 
a ts. 
i BAss00nS: a, —_ = 
O-m 5 SE 
jo ee Se 


Hornsin F 

i 

Hy 
1 

‘ | 

[elt 

iat 
| 
| 


Strings. 


163. The following passage from lBeethoven’s Sonata 
Pathétique was set for the F.R.C.O. examination in January, 
1891, the orchestra to consist of two flutes, two oboes, two 
clarinets, two bassoons, four horns, two trumpets, three 
trombones, drums and strings :— 

Grave. —__ 


£-e- BG i a be 


Tapas deer eeeal Sv ieed Rie ae ewes — 


——*-# 5e 


decres, "= 
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. Allegro molto e con brio. 


164. The passage furnishes opportunities for contrasted 
colours in the responsive phrases (bars 1 and 2); a crescendo by 
the addition of wood-wind and horns to strings (bar 8); a 
diminuendo by the gradual reduction of the wood-wind and 
horns (bar 4); and a magnificent building up passage from a 
few instruments to the full orchestra (bars 5 to 9). The 
extract may be effectively scored as follows :— 


Bar 1.— Violins (first and second), violas, ’cellos. 


Bar 2.—Two flutes and two clarinets. 


Bar 8.—Violins (first and second), violas, and ’cellos, arranged 
in complete four-part harmony. Add to these some of the 
wood-wind (two flutes, two oboes and one bassoon) and two 
horns. At the last chord of the bar add the double-basses, 
and here the oboes will give place to the clarinets. 
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Bar 4,—Strings, flute, two clarinets, horns and one bassoon. 
At the third and fourth beats use strings only. As the note F 
in the last chord is beyond the compass of the second violins, 
it should be assigned to the violas and the note D be omitted. 


Bars 5 and 6.—The two upper parts may be given to the first 
and second violins, doubled by the clarinets, and the tremolo 
in the left hand part to violas, ’cellos and basses (repeating, 
of course, the same note and not leaping in octaves as in the 
pianoforte version). To these may be added a drum roll, two 
horns and one bassoon, all having the note C. The first and 
second violins will also be given a tremolo for this and the next 
four bars. The melodic effect is as clear with the violins 
tremolo as if plain crotchets and minims were used. A much 
more exciting effect (which is specially wanted in this passage) 
is obtained by the use of the tremolo in the upper as well as the 
lower strings. 


Bars 7 and 8.—As before, but with the following additions. 
At the sf on the second beat of bar 7, the oboes will double the 
first and second violins, and a lower arrangement of the same 
parts will be given to the clarinets. At this second beat the 
two remaining horns will enter with C in octaves, and the 
second bassoon on low C. 


Bars 9 and 10.—Full orchestra. Some of the wood-wind and 
horns may either sustain or have repeated minims. A better 
crescendo will be obtained by sustaining them; the strong 
rhythmic effect of the two repeated minims in a bar being 
sufficiently prominent if given to the brass (trumpets and 
trombones). The brass, on entering, may be marked #, anda 
gradual increase in tone indicated up to the f at bar 11. 


Bars 11, 12 and 18.—Full orchestra. The wide gap 
between the two hands in the pianoforte version of bar 11 (as also 
in the three previous bars) must be filled up in the orchestral 
arrangement. In full chords which cover a wide compass, 
each department of the orchestra (strings, wood-wind, horns and 
brass) should be spread well out and satisfactory in itself, 
and not be all ‘“ top and bottom” as in the pianoforte version. 


Bars 14 and 15.—The thick left-hand chords must not 
be reproduced in the orchestral arrangement; the By and 
D of the left-hand stave will therefore be omitted. The 
chords in these last two bars might be arranged in a higher 
position. As this would not be in accord with the intention 
of Beethoven, the compass of the pianoforte part will be 
maintained by omitting the higher wood-wind and the trumpets. 
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The complete Scoring of the passage, on the lines given 
above, is as follows :— 


Flutes, 


Oboes. 


Clarinets 
in B flat. 


Bassoons. 


TT: 


Horns in F, 


III, Iv. 


Trumpets 
in E flat, 


Alto and 
enor 


Trombones. 


Bass 


Drums 
CandG, 


1st Violins, 


2nd Violins. 


Violas. 


Cellos. 


Basses. 
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a a ee 
Rape Allegro molto e con brio. 
=e —e aa oe ee ee 
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a — ——— —— 
oe ae eee es eee — 
dim | PP pies. fb arco. aa r 
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SSS 
cres. 
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a 
= ae = 
Pp cres. 
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le i t 


= 
fo cres. 
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H 
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165. Two important points may be illustrated by the following 
extract from a pianoforte arrangement of the Introduction to 
Haydn's ‘Seven Last Words,” set for the F.R.C.O. examination 
in July, 1885 :— 


f bo)-o &) 6-8 wee 


ft (c) a 
()) g-- -¢- 9 g.-9 9 "8 $6. -$: -8:-$:3 “-g- 


At (a) there is a wide gap between the repeated semiquavers in 
the right-hand part and the bass. Were the repeated semi- 
quavers in the orchestral arrangement limited to the compass 
given to them in the pianoforte version, the effect would not be 
good. The three upper string parts (first and second violins 
and violas) must be spread over a wide compass, both here 
and in the following bar. For example :— 


—a= a 
2nd V1. } 
—_—_9—@ 

—— 

—" 


The whole of the wood-wind will also have well spread chords 
in repeated semiquavers, as follows :— 


FI. Sow: aan 
sts 
a 

e? Ob 
| i 
ClO ages 
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The horns, in repeated semiquavers, may also fill up the middle 
harmonies. The trumpets and trombones will sustain a 
crotchet chord at (a), in continuation of the previous passage. 
At (*) the trumpets and alto trombone will rest while the 
important passage in the bass is taken by the tenor and bass 
trombones in unison, and with them will be also the ’cellos and 
basses and bassoons. The brass parts for this half-bar may 
be as follows :— 


(Real notes. 


) 
SS 


Trumpets. “he 2 
Tenor and 
_@- Bass Trombones. 
Three a= a 


Trombones. ee — 
| 

(Also Celli, Bassi 

and Bassoons.) 


166. The second bar of the extract affords a splendid 
opportunity for rhythmical contrast between the wind and brass. 
The first violins (doubled by both flutes) are here taking the 
melody, while the other strings repeat in semiquavers throughout 
the bar. The wood-wind, and also the horns, may repeat in 
semiquavers from (b) to (c) and from (d) to (e). Between (c) 
and (d) they will sustain a crotchet chord and also from (e) to 
the end of the bar. The trumpets and trombones should 
sustain while the wood-wind and horns repeat, and vice versa. 
Both wind and brass, as also strings, will have well-spread 
chords similar to those shown in the previous examples. The 
rhythmical contrast between wind, brass and strings will be 
easily understood from the following :— 


CONTRASTED RHYTHMS. 


2nd Violin, Violas, Cellos and Basses. 


Serer e-2 Ss 2 eeieee-=| 
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167. The following (from a gavotte by Gustav Merkel) is an 
extract from the passage given at the F.R.C.O. examination in 
July, 1904 :— 


This passage affords opportunities for some charming effects and 
contrasts in orchestral colouring. A most important point to 
notice is that at (b) the theme which appears in the right-hand 
part at (a) should again be introduced in the same manner 
and be again given to the same instruments. The following 
(condensed into five staves) is an effective way of scoring the 
passage :— 


ce 


Wood-wind. 


Ist Ob. 


it 
\ 


ee ee 
Horns in F. = rr + Os #8 Z ied —- 


Strings. = 
Cellos only. 2nd VI. & Violas..@ 
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At (a) the theme, given to three horns, is accompanied by a 
counterpoint in the ’cellos; at (6) three horns again take the 
theme, while the fourth horn sustains low D. The counterpoint 
used at (a) is here inverted; and, as one clarinet alone would 
hardly be sufficiently prominent, it is doubled in the octave by 
one flute. The strings at (b) supply the detached chord 
accompaniment. Both these passages at (a) and (b), while 
somewhat sombre in tone-colour, will not sound thick by reason 

of the detached nature of the passages. : 


168. Later on in the examination paper is the following 
characteristic little passage, which might be scored thus :— 
melody in the first oboe ; accompaniment, first and second violins 
and violas in detached crotchets (not pizzicato); the lowest 
part in minims may be assigned to a horn :— 


eS 


OS SS eS 


P 


— eee 
ie PB oe 
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169. Beethoven's pianoforte sonatas furnish numberless 
passages suitable for orchestral arrangement. Some of them 
will require considerable departure from the original pianoforte 
version in arranging with a view to orchestral fitness and 
effect; and it is here that the beginner usually fails. It is 
absolutely fatal to any advancement if the student starts with 
the idea that the original pianoforte version must be strictly 
adhered to. A few minor and comparatively unimportant 
divergences from the pianoforte versions have been illustrated 
in the examples already given. A passage will now be dealt 
with in which considerable departure from the pianoforte 
version is absolutely necessary in transcribing it for orchestra. 
The student is asked to turn to the Introduction to the Rondo 
of Beethoven’s ‘“‘ Waldstein’”’ Sonata, Op. 58, and follow bar 
by bar the suggestions for scoring and the remarks which 
follow. It is important to note that the movement is very slow, 
viz., Adagio molto AE 60. 


Bar 1.—Horn solo, accompanied (from the beginning of the 
bar) by strings in complete four-part chords. On the pianoforte 
this complete chord effect is obtained with the aid of the pedal, 
and therefore this effect should be reproduced in the orchestra. 

Bar 2.—Pianissimo chords for the brass. 

Bar 8.—’Cellos soli, accompanied by complete chords in 
the remaining strings. 

Bar 4.—Chords for three horns and strings. 

Bar 5.—Melody in first violins and first oboe; accompaniment, 
complete chords for strings, clarinets and bassoons. 

Bar 6.—As in bar 5, with the addition of second oboe and 
three horns. 

Bar 7.—Clarinets, bassoons and two horns. 

Bar 8.---Strings only. 

Bar 9.—-Strings: Horn solo, doubled by first bassoon, starts 
on last beat of bar. 

Bar 10.—Melody, horn solo and first bassoon; accompani- 
ment, violas and ’cellos. 

Bar 11.-—The first four semiquavers (F# to B?) in first violin; 
the first four semiquavers in left hand to second violin and 
violas; the next four semiquavers in right hand (F# to BD) for 
first flute. At the A in flute part, two clarinets will take exactly 
the same notes as the second violins and violas had in previous 
passages, but an octave higher. This will give the necessary 
effect of completeness to the harmony and will obviate the wide 
gap between the A in right hand and the F# in left. The latter 
note and the semiquavers which follow it will be taken by the 
’cellos. The horn and first bassoon take up the solo on the 
last beat of the bar. 

Bar 12.—As at bar10. The notes G and E in the right-hand 
part at the end of the bar may be taken by the second bassoon. 
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Bar 18.—As at bar 11; but add F’s (four semiquavers) in 
the second violins, when the viola enters with the G#. The 
flutes and clarinets repeat in three-part harmony (as they did in 
bar 11) and the ’cellos likewise enter with the G# below. The 
first violin, doubled by first oboe, enters with the melody notes 
on the last beat of the bar. The second violin and violas have 
a quaver—E and G respectively—on the last beat of the bar, to 
complete the harmony. 

Bar 14.—Melody in first violin, doubled by first oboe; alto in 
second violin, doubled by second oboe; tenor in violas, doubled 
at the second quaver by first bassoon; bass in ’cellos, doubled at 
the second quaver by double-basses and second bassoon. Atthe 
last beat of this bar the melody may be doubled in the octave 
above by first flute and so continue through the next bar. 

Bar 15.—As before, with the addition of parts for two clarinets 
and two horns. 

Bar 16.—Strings only. 

Bar 17.—As in bar 1. 

Bar 18.—As in bar 2. The second horn takes the G§ at the 
last two quavers of the bar. 

Bar 19.—As in bar 8. : 

Bar 20.—As in bar 4. The second and fourth horns take the 
F and D on the last two quavers of the bar. 

Bars 21 to 26.—This magnificent and very Beethovenish 
passage is not so difficult to arrange for orchestra as would at 
first sight appear. The five bars consist of a stupendous 
crescendo, followed by a diminuendo ending at the first quaver 
of bar 26. The whole passage is constructed on the following 
simple chord progression :— 

Ba ASPs NN 


r 21 — 
——— + SSS eiocs oo ee asl 
= (Se 


Aas eae oe 


. 


See 

La YEN EN IE 
fees es eee fe f-— Vee: @-_e- @ 

aD A Ree. Vee a eee ra os as | I 
Bars 21, 22 and 23.—The strings will have complete and 
widely distributed chords, the first and second violins and violas 


moving in the same rhythm as the right-hand part :— 
Bar 21, lst & 2nd VI. 


Violas. = 
ee be o- Bee 


Celli & Bassi. 
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The wood-wind will be added gradually and will then sustain 
in a widely spread chord :— 


We: lees cae — coke: 


| 


oes 


The horns also enter in succession and then sustain. The fourth 
horn will take the same notes as the second bassoon, the others 
being distributed above this as widely as the compass of the 
instruments will allow. The trumpets and trombones will be 
brought in gradually ; but, instead of sustaining (as in the case 
of both wind and horns), they should be used to reinforce the 
important rhythm in the first violins. The bass trombone 
will double the bass part, omitting the passages in demi- 
semiquavers. The following will show how the brass may be 
used here. For the sake of, clearness, the actual notes required 
in the trumpets have been written :— 


rst Trumpet. 


ro 
Bar 21. 2nd Trumpet. aka =p Gio 
—e es lovee |e ee o_o 6 
= eS ee 
3 Trombones — &e 


A. drum roll will add immensely to the effect in these bars, and 
for this purpose a roll on the low F may be used. 


Bars 24 and 25.—Considerable departure from the pianoforte 
version will be necessary in these bars. The octave demisemi- 
quaver leaps will be replaced by smaller leaps in the first violins. 
In the left-hand part the arpeggios will (with some modification) 
be taken by the ’cellos, while the double-basses repeat the 
real bass notes of the two bars (A? and G) in semiquavers. 
To maintain the turbulent effect of the pianoforte version, 
demisemiquaver arpeggios (widely disposed at first and gradually 
descending as the first violins descend) will be given in the 
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second violin and viola parts. The following shows the style of 
string arrangement required :— 


Bar 24, Ist VI. 


to e 
cae “ Dene es 
-2—-- oe ee ee 
— SAE Brae 
2nd Vi. & Violas. — 
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In these two bars all the wood-wind and horns might sustain; 
but a more marked decrescendo will be obtained if one or two of 
the upper instruments are withdrawn at bar25. The brass may 
sustain through bar 24. In bar 25 the three trombones will 
continue, the trumpets having rests. In regard to the drum 
part (and a roll is necessary in these two bars), if three drums 
are used they might be tuned to F, G and C, in which case 
the F drum is available for bar 24 and the G drum for bar 25. 
If only two drums are used (in F and C), the F drum may 
be used for both bars. 


Bar 26.—Chords so low down in pitch would sound thick 
in any orchestral combination. Beginning at the second 
quaver of this bar, these chords may be arranged for brass 


as follows :— 
2nd Trumpet. 


aaa 


3 Trombones. 
_— 


The plaintive notes at the end of this and the beginning of the 
next bar will be given to the first oboe. 
Bar 27.—Chords for brass differently arranged, as in the case 
of the previous bar. The oboe will again take the two notes 
which follow. 
Bar 28.—Chords for strings only; a slightly different arrange- 
ment in the pitch of the three notes in the right-hand part will 
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therefore be necessary. The first clarinet will take the third, 
fourth and sixth quavers of the bar. 

The student is strongly urged to score the whole of this 
beautiful movement on the lines suggested above. 


EXERCISES. 


In selecting the subjoined passages for orchestral scoring, the 
pianoforte sonatas of Beethoven and Schubert only have been 
requisitioned. They contain numberless other passages quite as 
suitable as those given. The pianoforte works of Schumann, 
Chopin, Heller and Grieg will yield further material admirably 
suited for the purpose, and these should be used to supplement 
the exercises which follow. 


1.—Score for orchestra the Scherzo (not including the Trio in 
A minor) from Sonata Op. 2, No. 2, Beethoven, employing two 
flutes, two oboes, two clarinets, two bassoons, four horns, 
two trumpets, three trombones, drums and the usual strings. 


The movement gives opportunities for charming contrasts of colour between 
strings and wood-wind, ‘The detached crotchet chords for right and left hands 
(as in bars 2 and 9 respectively) should be spread over a considerably wider 
compass than in the pianoforte version. 


2.—Score for full orchestra bars 48 to 54 of the Adagio from 
Sonata Op. 2, No. 8, Beethoven. 

Contrasts of colour between wind and strings, and the use as solo instruments 
of some of the wind (including a horn) for fragments of the melody should be 
the principal features in the scoring of this passage. The last two bars may 
be arranged for the brass, omitting the notes in the lowest octave. 


8.—Score for full orchestra the Scherzo (omitting the Trio), 
from Sonata Op. 2, No. 8, Beethoven. 

The harmonies at bars 13-15, and at other places, must be filled in. String- 
tone will be predominant throughout this movement, the wind being used 
rather as auxiliary thanin an independent manner. In bars 37 to 40a delightful 
effect may be obtained by giving the little figure” to different wind instruments 
at each repetition, thus: first oboe, first clarinet, first flute; the first violins 
entering at the last part of bar 40 and continuing with the theme. 


4.—Score for full orchestra the Minuet (Allegro), not in- 
cluding the Trio in E2 minor, from Sonata Op. 7, Beethoven. 


The harmonies must be filled in at bars 19-23, and also in the similar 
passages towards the end of the movement. The wood-wind may be used 
much more independently than in the passage previously given (Ex. 3). 


5.—Score for full orchestra the first 21 bars of the Allegro 
(first movement) from Sonata Op. 81, No. 8, Beethoven. 


Strong contrasts of colour between the three departments of the orchestra— 
wood-wind, brass, and strings—should be made a prominent feature. If bar 
10 is given to wood-wind, the run in bars 8-9 may be assigned to a clarinet. 
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6.—Score for full orchestra the Adagio (first sixteen bars of 
the first movement) from Sonata Op. 81, Beethoven. 


The passage affords many opportunities for colour contrasts. A very 
beautiful effect will be obtained by giving the opening passage to two horns. 
The same instruments should also take the outside notes (in sixths) at 
bars 7-8. 


7.—Score for full orchestra the first eleven bars of the Maestoso 
(first movement) from Sonata Op. 111, Beethoven. 


The arpeggios preceding the chords on the third beats of bars 2 and 4 must 
be omitted. 


8.—Score for full orchestra the Scherzo from the Sonata in 
A minor, Op. 42, Schubert. 


The movement abounds in passages requiring characteristic colour effects. 
Some ‘‘filling up” and re-arrangement will be necessary at bars 22-28. 


9.—Score for small orchestra the Minuet and Trio from the 
Sonata in E flat major, Op. 122, Schubert; employing two 
flutes, two oboes, two clarinets, two bassoons, two horns, 
and the usual strings. 

This movement requires lightness and delicacy of scoring. Fora movement 
written for the pianoforte it contains an unusual wealth of characteristic 


melody, even for Schubert, requiring the use of solo wind instruments. Much 
of the melody in the Trio would be best scored as an oboe solo. 


10.—Score for full orchestra the Scherzo and Trio from the 
Sonata in A major, No. 2 of * Drei Grosse Sonaten,”’ Schubert. 

A difficult movement to score, requiring a considerable amount of 
amplification and re-arrangement in several places. The Scherzo requires, for 
the most part, delicate and fairy-like scoring, and should be made quite 
kaleidoscopic by sudden and constant contrasts of colour. The theme of the 
Trio should be given (except for a few bars) to three horns. 


11.—Score for small orchestra the Scherzo and Trio from the 
Sonata in B flat, No. 8 of ‘‘ Drei Grosse Sonaten,”’ Schubert. 


Clearness and lightness of scoring are necessary. In the first ten and last 
four bars of the Tvio the theme should be given to horns. 


12.~—Score for full orchestra the Scherzo (not including Trio) 
from the Sonata in B major, No. 6, Op. 147, Schubert. 
While delicacy of scoring should prevail, this movement also presents 


Opportunities for the appropriate use of the brass; at many places 
considerable amplification and re-arrangement will be advisable. 


SPRINGTIME (DITTO) Ditro 
SUMMER (DITTO) Ditto 
THE Fays’ Froiic (DITTO) Ditto 
THE GoLpEN City (DITTO) Ditto 
THE Sitver CLoup  (pITTO) Ditro 
THE WATER Farries (DITTO) Dicto 
THE WISHING STQNE (DITTO) Ditto 


J. H. ADAMS. 


A DAY IN SUMMER (FEMALE VOICES) . 


Ditro (SoL-Fa) 
Kine Conor (SoL-Fa, ts.) 


THOMAS ADAMS. 


A GOLDEN HARVEST 


Tue Cross oF CHRIST (SoL-Fa, 6a.) 


Tue Hoty Cuirp (Sor-F, 6d.) . 
THE RaInpow OF PEACE ... 


B. AGUTTER. 


Missa DE BEATA MariA  VIRGINE, IN 


(ENGLISH) (FEMALE VOICES) 


Missa DE SANCTO ALBANO (ENGLISH) . mi 
THOMAS ANDERTON. 


Ture NorRMAN BARON 


WRECK OF THE HESPERUS ‘(SoL- FA, ad. ) 


N'Gip O10) 8 Wh G0) mS 


J. H. ANGER. 


A Sone or THANKSGIVING 


Wools ARGENT. 
Mass In B Fiat (St, BENEDICT) 


F, ARMES. 


HEZEKIAH 
Sr. BARNABAS 
St. JOHN THE EVANGELIST. 


A. D. ARNOTT. 
Tue BALLAD OF CARMILHAN (SOL-FA, IS. 6d.) 


YounG LocHINVAR (SOL-FA, 6d,)... 


E. ASPA. 
Enpymion (W1TH REcITATION) . 
THE GIPSIES ... 


ASTORGA. 
STaBAT MATER ve 
* IVOR ATKINS. 
HyMN OF FAITH - 
JeaGe BAC 


I WRESTLE AND PRAY sees (Sot- “FA, 2d.) .. 


J; S*BACH, 
A STRONGHOLD suURE (CHORUSES 


Sot-FA, 6d.) 


one 


Br NOT AFRAID (Moret) (Sox- FA, 4d. J 


BIDE WITH Us.. 
BLESSING, Gory, AND WIspom.. 


CuRIST LAY IN DEATH’S DARK PRISON., 


CHRISTMAS ORATORIO 


Ditto (Parts 1 & 2) ) (Sor- F A, 6d. a.) 


Ditto (PARTS 3 & 4) 
Ditto (PARTS 5 & 6) 
Come, Jesu, coMe (MoTET) 


Come, EDEEMER OF OUR RACE .., 


FROM DEPTHS OF WOE I CALL ON THEE 


Gop GOETH UP WITH SHOUTING. 
Gop sO LOVED THE WORLD 


Gop’s TIME IS THE BEST (SOL- FA, ‘6d.) .. 


How BRIGHTLY SHINES 


Ir THOU BUT SUFF'REST Gop TO ‘GUIDE THEE 


ESUS SLEEPS, WHAT HOPE REMAINETH 
ESU, PRICELESS TREASURE (SoL-Fa, 6d.) 


Jascs NOW WILL WE PRAISE THEE 


MAGNIFIcaT In D 


Mass In B MINOR (CHORUSES ONLY, Sot: PA, 28. ) 


MissA Brevis In A 
My SPIRIT WAS IN HEAVINESS 


Now SHALL THE GRACE (DOUBLE Cuorvs).. 
Ditto (SoOL-FA) ; 
O LIGHT EVERLASTING (SoL-FaA, 6d.) 


O TEACH ME, LORD, MY DAYS TO NUMBER 
Praise ouR GOD WHO REIGNS IN HEAVEN 
PRAISE THOU THE LoRD, JERUSALEM. 


Sine ye To THE Lorp (Mote?) (SoL- FA, 1s.) 


9/07. 
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DADAADAAG™ 


lomo) Key) 
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N MEE Orivinal Octavo oe of 
ORATORIOS, CANTATAS, MASSES, ODES, 
&c 


FRANZ ABT. 
MINSTER BELLS (FEMALE Vorczs) SoL-FA, 6d. 


- S. BACH.—Continued, 

SLEEPERS, WAKE (Sox-Fa, 6d 2 
STRIKE THOU THE HOUR $0 LONG EXPECTED 
Tur Lorp Is A SUN AND SHIELD nob oat 
THe Lorp Is My SHEPHERD ... oss tee 
Tue Passion (ST. JOHN) ... AnD oe oo 
THE Passion (St. MaTTHEW) ... 

Ditro (ABRIDGED, AS USED AT ST. ‘Pau’ °s) 

Ditto (CHORUSES ONLY, SOL-FA) ... 
THER IS NOUGHT OF SOUNDNESSIN ALL MY BODY 
THe SAGES OF SHEBA : 
Tue SPIRIT ALSO HELPETH US (Moret) 
Tuou GuIDE oF IsRAEL ate 
WHEN WILL GOD RECALL MY SPIRIT 


A. S. BAKER. 

COMMUNION SERVICE IN E x 
GRANVILLE BANTOCK. 

THE Frre-WORSHIPPERS ... 

Ve BARNBY,. 
REBEKAH (SOL-FA, gd.) 
Tue Lorp 1s Kina (Psaunt 97) (Sor- PA, 1s.) .. 
KING ALL GLorious (SoL-FA, 14d ) Er 13 


LEONARD BARNES. 
Tue Bripat Day ... we hs 
. F. BARNETT. 


PARADISE AND THE PERT 3% ee eae 

THE ANCIENT MARINER (SOL-FA, 250Ls 

Tue RatsinG or Lazarus aoe 

THe WIsHING BELL (FEMALE Vorces) | 3 
Ditto DITTO (SOL-FA) 


MARMADUKE BARTON, 
Mass In A Major (For ADVENT AND LEN?) ... 


BEETHOVEN. 
A Catm SEA AND A ProspERoUS VOYAGE 
CHORAL FanTasiA (SOL-FA, 3d.) ... ban 
CHORAL SYMPHONY ... On one at “eS 
Ditto (VocaL PorTION) 
Ditto (SOL-FA) eke ay 
| COMMUNION SERVICE IN C 
| ENGEDI; or, DAyID IN THE WILDERNESS 
|MassinC ... Fr on op F, me 
Mass 1nD_ .,.. 
MEEK, AS THoULIveDsT, HAST THOU DEPARTED 
Mount oF OLIVES (CHORUSES, So.t-Fa, 6d) .. 
Ruins oF ATHENS (SoL-FA, 6d.) . oo 
Tue Praise oF Music ae oD 
A. H. BEHREND. 
SINGERS FROM THE SEA (FEMALE VOICES) 
Ditto (SOL-FA) 
WILFRED BENDALL 
A LEGEND OF BREGENZ (FEMALE VOICES) 
DiTTo (SOL-FA) 
Tue Lapy oF SHALOTT (FEMALE Voices) 
Ditto (SOL-FA) 
SonG DANCES (VOCAL SUITE) ene Voices) 
Ditto (SoL-Fa) : a 


KAREL BENDL, 
WaATER-SPRITE’S REVENGE (FEMALE VOICES) If 
SIR JULIUS BENEDICT, 
Passion Music FroM ST, PETER.. “a Pei | 
ST, PETER Ri aS} 
Ture LEGEND or Sr. “CECILIA (Sor- FA, ‘ts. 6d.) 2 
GEORGE. BENNETT. 
EASTER HyMN a I 
SIR W. STERNDALE BENNETT. 
INTERNATIONAL EXHIBITION ODE (1862) 
THE May QuEEN (Sot-Fa, 6d.) ... a 
Ditto (CHORUSES ONLY) ry 
Tue Woman or Samaria (SOL-FA, Is.) a 


HECTOR BERLIOZ, 
Faust (CHORUSES AND WORDs OF SOLOS ONLY.) 
(SOL-FA, Is.) 2 
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| THE CHILDHOOD OF CHRIST . Ae 
Ditto (Cnonuses AND 
Woruws or SOLOS ONLY SOL-FA).. va vae 
Te Deum Laupamus (LaTIN) ... een ae 
G. R, BETJEMANN, 
Tue SONG OF THE WESTERN MEN ae | 
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W.R. BEXFIELD. 
IsRAEL RESTORED ... *e eae A 


HUGH BLAIR. 


BLESSED ARE THEY WHO WATCH (ADVENT) ... 
HARVEST-TIDE see aes 
THE SONG OF DEBORAH AND BARAK Roe nae 
TRAFALGAR (SOL-FA, 8d.) . asic ore 


JOSIAH BOOTH. 

Tue Day oF REST (FEMALE Voices) (SOL-FA, 9d.) 
KATE BOUNDY. 

Tue RivaAL Flowers (OPERETTA) (SOL-FA, 6d. 


E. M. BOYCE. 
Tue Lay oF THE BRowN ROSARY  ... oes 
THE SANDS OF CORRIEMIE( FEMALE VOICES) 
Ditto SoL-FA) ... ioe 
Youna LocuInvar ... bic ays Ae 
lia BRADFORD. 
Harvest CANTATA ... a a es 
Mee BRAHMS. 
A Sone or Destiny ons ae a 
CHARLES BRAUN. o 
QuEEN MAz AND THE Koso_ps (OPERETTA) ... 


Ditto DITTO (SOL-FA) 
SIGURD ... 


THe CouNnTRY “Mouse AND THE Town Mouse 
(FOR CHILDREN) (SoL-FA,-4d.) 
THE Snow QUEEN (OpPERETTA) (SOL- FA, ‘6d. ye 
A. HERBERT BREWER. 
A Sone or EDEN .. ae sas) 
Emmaus (SoL-Fra, 9d. ) 
Nivnety-EIGHTH Psat 
O PRAISE THE LORD 
Tue Hoty INNOCENTS 


Ie C. BRIDGE. 


eee 


DANIEL ... OS 
RESURGAM 
RuDEL ... aaa 


J. F. BRIDGE. 
BOADICEA one 
CALLIRHOE (SOL- FA, Is. 6d.) 
ForRGING THE ANCHOR (SoOL-FA, Is. :) 
HyMN TO THE CREATOR 
Mount Moria oes 
NINEVEH 
Rock or AGES (LATIN AND ENGLISH) (Sor- FA fll ) 
THE BALLAD OF THE CLAMPHERDOWN 
Ditto (Sor- PA) 
THE CRADLE oF CHRIST agai Cs MATER 
SPEcIOSA”’) bie 
THE FLAG oF ENGLAND (SoL- rA, od.) .. 
THE FROGS AND THE Ox (FOR CHILDREN) oa 
Ditto DITTO (SOL-FA) ... 
THE INCHCAPE Rock a 
Tue Logster’s GARDEN PARTY (FEMALE 
Voices) (SOL-FA, 4d.) .. 
Tue Lorp’s PRAYER (SoL- FA, 6d.) 
THE SPIDER AND THE FLY (FEMALE Voices) ... 
Ditto DITTO (Sor-FA) se 


DUDLEY BUCK. 
Tue LicHT or ASIA ae x see 


EDWARD BUNNETT. 
Out oF THE DEEP (PSALM 130) . 


T. A. BURTON. 


CapTaIn Reece (Boys’ Voices) (Sor-rA, 6d.) 

THE TRAGEDY oF Cock Rosin (SHORT AcTION 
PIECE) (SOL-FA, 3d.) .. 

THE MartTINET (Humorous NavaL CANTATA 
FOR Boys) (Sot-FA, 64.) vi 

Tue Yarn or THE NANCY BELL. “CANTATA 
or ScHoor Sona (Boys’ Voiczs) 


eee 


Ditto (SOUFPA) Tee eevee tere 
W. BYRD. 

MAss For Four VOIcEs ... ie oe ae 
CARISSIMI. 

JEPHTHAH we cer . tee 


A. VON "AHN CARSE, 
Tue Lay or THE Brown Rosary 

WILLIAM CARTER. 
PLACIDA (CHORUSES ONLY, 18.) ... o00 
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CHERUBINI. 
FourtH MAssINn C ... ae ee 
First REQUIEM Mass, C MINOR (Lat. AND ENG.) 
Srconp MAss In D’MINOR . ana nie as 
TuirpD MAss (CORONATION) ~ m0 aa aoe 


Bea GHiEes 
Jozs of ove see ose ose eee ose 
NAOMI ... 500 ru ate mae sea oes 


HAMILTCN CLARKE. 
DRuMS AND Voices (OPERETTA) (SOL-FA, gd.) 
HornPirE Harry (OPERETTA) (SOL-FA, 9d.) ... 
PEPIN THE PIPPIN (OPERETTA) (SOL-FA, gd.) ..- 
Tue Daisy CHAIN (OPERETTA) (SOL-FA, 9d.) 
Tue Misstinc Duke (OPERETTA) (SOL-FA, 9d.) 


FREDERIC CLIFFE. 
Tue Nortu-East Winp (Sot-FA, 9d.) mae 


GERARD F. COBB. 
A SonG or TRAFALGAR (MEN's VOICES 4 ath 
My souL TRULY WAITETH 202 ate 


S. COLERIDGE- TAYLOR. 

THE ATONEMENT... or 
SCENES FROM THE SONG or “HIAWATHA... 

DitTo DITTO (SoL-FA) 
Hiawatua's WEDDING-FEAST (SOL-FA, Is.) . 

Ditto DITTO (German words) 
Tuer De8aTH OF MINNEHAHA (SOL-FA, Is.) aes) 
HIAWATHA’S DEPARTURE (SOL-FA, IS.) « 
Tue BLIND GIRL OF CASTEL-CUILL (Sor-rayt Is. ol 
Mea BiAneE (Sot-FA, 9d.) .. ~ “es 


FREDERICK CORDER. 
Tue BRIDAL OF TRIERMAIN (SOL-FA, IS.) ov 


SIR MICHAEL pte 
THE DREAM .. a6 a 


H. “COWARD- 
GARETH AND LiIngT (CHORUSES ONLY, 
SoL-FA, Is.) a 
THE STORY OF BETHANY (Sox-FA, Is, 6d.) Ano 


F. H. COWEN. 
A DAUGHTER OF THE SEA (FEMALE VOICES) .. 
Ditto DITTO (SoL- ra) 
A SoNG OF THANKSGIVING .. 3 ase 
CHRISTMAS SCENES (FEMALE Vorcrs)... rn 
Ditto DITTO (Bole Fa) sae 
CORONATION ODE ... ae aoe 
Joun GILpPin (SOL-FA, Is.) ae o. 
ODE TO THE Passions (SOL-FA, Is. ) be 
Rutu (Sou-Fa, ts. 6d.) aa 
St. Joun’'s EVE (SoL-PA, 18. 6d.)..» 09 
SLEEPING Beauty (SoL-FA, Is. 6d.) aie ot 
SUMMER ON THE RIVER (FEMALE VoIcEs) 
Dittro DITTO (SOL-FA) ... 
THE Rose OF LIFE (FEMALE VV.) (SOL-FA, of ) 
Tue WATER LILY .. 
VILLAGE SCENES (FEMALE Vv. ) (Sor-FA, “gd.) .. 
. W. COWIE. 
Via Crucis (SoL- FA, Is.) ea 
J. MAUDE CRAMENT.. 
I WILL MAGNIFY THEE, O Gop (PSALM 145)... 
LitrLe Rep RIDING-HOOD (FEMALE VOICES) 
W. CRESER. 
EuporA(A DRAMATICIDYLL)  ... nee one 
W. CROTCH. 
PALESTINE ane ner eee eee 
W.H. CUMMINGS. 
THE Farry RING sks see on tee eee 
W. G. CUSINS. 
Te Deum, In B FLAT ah Rae eco 
FELICIEN DAVID. 
Tur Desert (Mave Voices) (Sot-Fra, 8d.) ... 
H. WALFORD DAVIES. 
LIFT UP YOUR HEARTS... a8 
Hervé RIEL ... =a oe eee oe 
THE TEMPLE ... aaa 
THE THREE JOVIAL HUNTSMEN (Fou10) ay 
P. H. DIEMER. 
BETHANY wee ae ae 9 tee eee 
M. E. DOORLY, 
LAZARUS ead) are nee ake ve wee 
F. G. DOSSERT. 
CoMMUNION SERVICE IN E MINOR wa oe 
MASs IN E MINOR ase ane, se eco 
LUCY K. DOWNING. 
A PARABLE IN SONG fc ee ANS ees 
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ORATORIOS, &c.—Continued. 


Ww 


T. F. DUNHILL. 


THE FRoticsome Hours CatUsteat ee 
(SoL-FA, 6d.) 
Tusat Cain (BALLAD) (Sot- FA, 6d.) sae 


F. DUNKLEY. 
THE WRECK oF THE HESPERUS 


ANTONIN DVORAK. 
ComMMUNION SERVICE In D 


eee one 


Mass In D aA na oa nae nae 
Patriotic Hymn... 
Ditto 


(GERMAN AND “BOHEMIAN Worps) 

Requiem Mass 0G 

St. Lupmira ... 
Ditto (GERMAN ‘AND BoHEMIAN Worps) 

Stasat MaTER(SOL-FA, Is, 6d.) ... aie 
Ditto (ENGLISH Worps, AT THE 

FOOT OF THE CROSS) (SOL-FA, Is. 6d.) . 

THE SpPecTRE’S Brive (SOL-FA, ts. 6d.) Be 

Ditto (GERMAN AND BoHEMIAN Worps) 


Ae Eee DYER: 
ELEcTRA OF SOPHOCLES ... S50 on 
Satvator Munpi ... aS 


JOHN. B. DYKES. 


THE Lorp Is MY SHEPHERD .,, on on 
THESE ARE THEY (SOL-FA, 2d.) ... ox on 


H. J. EDWARDS. 
PRAISE TO THE HOLIEST ... 
THE ASCENSION aa ove 
THe EPIPHANY an pas a ote 
Tue Ris—EN Lorp ... nee 


EDWARD ELGAR. 
Tue APOSTLES 0 
Ditto (CHorusEs AND “Worps or ‘Soros 
ONLY, SOL-FA) 

Ditto (GERMAN Worps) 8 “Marks. 
CaracTacus (CHORUSES ONLY, SOL-FA, Is. 6d.) 
Kina OLAF (CHORUSES ONLY, SOL-FA, Is. 6d.) 
Te Deum AND BENEDICTUS, IN F BS aN 
Tue BANNER OF ST. GEORGE (Sohs FA, IS.) nee 
Tue Biack KNIGHT a4 
Tue DREAM OF GERONTIUS 

(Ditto, CHORUSES ONLY, SoL- ra). 

(Dirro, GERMAN Worps, 6 Marks) _ 

(Ditro, FreENcH Worps, Prix fr. 7.50 net.) 
Tue LicuT or Lire (Lux CurisTl) (SOL-FA, Is.) 
THE KinGpom 

Ditto (CuorusEs AND Worps of SoLos 

ONLY, SOL-FA) ane nee 
Ditto (GERMAN WORDS) ... 5 “Marks, 


ROSALIND F. ELLICOTT, 


ao 


ELysIuM a 
Tue BIRTH OF ‘Sona’ 305 
GUSTAV ERNEST. 

ALL THE YEAR ROUND (FEMALE VOICES) 

(SoL-FA, 9d.) mee) ote Ree 

HARRY EVANS. 

Tue Victory oF St. GARMON (SOL-FA, 9d.)... 
‘A. J. EYRE. 

CoMMUNION SERVICE IN E FLaT a aes 
T. FACER. 


A Merry Curistmas (ScHooL CANTATA) 
(FEMALE VotcEs) (SOL-FA, 6d.) oe ma 
Rep Ripina-Hoop’s RECEPTION (OPERETTA) 
Ditto DITTO (SOL-FA) 
Sons oF THE EMPIRE (FEMALE Vorers) 
(Sox-FA, 6d.) ee “0 
EATON FANING. 
BuTTERCUPS AND DAISIES es VOICES) 
(SoL-FA, gd.) ce tes 
HENRY FARMER. 
Mass 1N B Fiat (LATIN AND ENGLISH) 
(SOL-FA, Is.) aD Set 
PERCY E. FLETCHER. 


Ture OLp YEArR’s VISION (OPERETTA).. 
Ditto Ditto 

Tue ENCHANTED ISLAND (OPERETTA) 

Ditto DITTO (SOL-FA) 

THE Toy REVIEW (OPERETTA) (SOL-FA, 8d.) . 


J. C. FORRESTER. 
Tue KALENDAR (FEMALE VOICES) (SOL-FA, 9d.) 
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MYLES B. FOSTER. 
Snow Farrigs (FEMALE Voices) (Sox-FA, 6d.) 
THE ANGELS OF THE BELLS (FEMALE VOICES) 
Ditto DITTO (SoL-FA) 
Tue Bonnie FISHWIVES (FEMALE VOICES) 
Dirto DITTO=— \(SOL-FA)) 
THE CoMING OF THE KING (FEMALE Voices) 
Ditto DITTO (SOL-FA) .. ae 


ROBERT FRANZ. 
PRAISE YE THE Lorp (PSALM 117) a ae 


NIELS W. GADE. 
CurisTMAS EVE (SOL-FA, 4d.) 
CoMALa.. ave 
Eru-Kine’s DAUGHTER (SoL-Fa, 92.) fo oes 
PsycHE (SOL-FA, 1s. 6d.) .. 
SpRING’s MESSAGE (SoL-Fa, 3d. hes 
Tue CRUSADERS (SOL-FA, Is.) 
ZION 


ove ere ee one one one 


HENRY GADSBY. 
AvcrsTis (MALE VoIcEs) . R 
CoLuMBus' (DITTO) O50 
LorD oF THE IsLEs (SOL- FA, Is. 6d.) 
F. W. GALPIN,. 
Ye OLpzE ENGLYSHE PASTYMES 
(FeMALE VOICES) 
G. GARRETT, 
Harvest Cantata (SoOL-FA, 6d.)... ote 
THE SHUNAMMITE a5 00 a one 
THE Two ADVENTS... ae aS 


R. SC ILE GARTH. 


EZEKIEL mee a 
THe WILD “Huntsman &5 ae Ann ont 
A. R. GAUL. 
AROUND THE WINTER FIRE (FEMALE VOICES) 
Ditto DITTO (SOL-FA) . 
A Sone or Lire (OpE To Music) (Sot- FA, 6d.) 
ISRAEL IN THE WILDERNESS (SOL-FA, IS.) we 
es or Arc (SOL-FA, Is.) one ese os 
ASSION SERVICE ... eee wae 
RutuH (Sou-FA, gd.) (CHORUSES ONLY, Is, ) 
THe ELFIN Hin (FEMALE VoIcEs) : 
THE HARE AND THE TorRTOISE(FOR CuiLpreEn) 
Ditto Ditto (SOL-FA) 
THe Hoty City (Sou-FA, 1s.) ves 
THE LEGEND OF THE Woop (FEMALE Vorces) 
Ditto DITTO DITTO (SoL-FA) 
THE PRINCE OF PEACE (SOL-FA, Is.) Ok 
THE TEN VIRGINS (SOL-FA, Is.) «. ate 


eee 


TOILERS OF THE DEEP (FEMALE Vorces) 

Una (SOL-FA, Is.) ., 

Union Jack (UNISON Sone Wit “ActIoNs) . 
FR. GERNSHEIM. 

A TriumpH Sona (MALE Vo!IcEs) 


E. OUSELEY GILBERT. 


SALAMIS, 


SANTA CLAUS AND His COMRADES (OPERETTA) 
Ditto DITTO (SOL-Fa) 
F.E. GLADSTONE: 
PHILIPPI oe . eve eve ene ose 
GLUCK. 
OrPHEUS (CHORUSES, SOL-FA, eo, tbe 
Ditto (Act II. onty) .. sf mate cee 


PERCY GODFREY. 
THE SONG OF THE AMAL.. a oon aes 


HERMANN GOETZ. 
By Tur WATERS OF BABYLON (PSALM 137) 
NG@NIA ... 
Tue WaTER-LILY (MALE Vorces) 


A, M, GOODHART,. 


ee 


ARETHUSA a 

EarL HALDAN’s DAUGHTER 
Str ANDREW BARTON re a 
THe SPANISH ARMADA  ... aN mk 
FouNDER’S Day, ODE oF api 


CH. GOUNOD. 
CoMMUNION SERVICE (MESSE SOLENNELLE)... 
Ditto (TrRoIstEME MrssE SOLENNELLE) 
DAUGHTERS OF JERUSALEM are Re is 
De Prorunpis (Psat 130) (LATIN Worps).. 
Ditto (OuT OF Daxxwzss) 
GALLIA (SoOL-FA, 4d.) aA 
Messr SoLENNELLE (ST. CECILIA) 
Mors ET ViTA (LATIN OR ENGLISH) C 
DitTo, Sou-FA (LATIN AND ENGLISH) 
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ORATORIOS, &c.—Continued. 


Ts ne 


CH. GOUNOD.—coniinued. 
Our oF DARKNESS ... 
O COME NEAR TO THE Cross (STABAT Mater) 
Requiem Mass (From “ Mors eT VITA”) Ach 
THE REDEMPTION (ENGLISH.WORDS) «. 


Dirro (SOL-FA) on ae 
Ditto (FRENCH Worpbs) 633 ave 
Ditto (GERMAN Worbs) . 
Tue Seven Worps OF Our SAVIOUR ON THE 
Cross (FILL& JERUSALEM) ... cos Gon 
TROISIEME MESSE SOLENNELLE... ar ae 
C. H. GRAUN. 
Te Deum “< 


Tue Passion or Our Lorp (Der Top Jusu) 
(CHORUSES ONLY, IS.) . 


ALAN GRAY. \ 
ARETHUSA as oc ore 
A Sona oF REDEMPTION + 
Tue LEGEND OF THE ROCK- Buoy Bet 
THE Wipow OF ZAREPHATH ee 


J. O. GRIMM. 
THE Souv’s ASPIRATION ... » Pe 


G. HALFORD, 
THE PARACLETE ohn oes. ie 


E. Vv. HALL, 
Is IT NOTHING To you (SoL-FA, 3d.) «. 


W. A. HALL. 
THE PRESENTATION IN THE TEMPLE ... 


HANDEL, 
Acts AND GALATEA ... 
Ditto, NEw EDITION, EDITED BY J. Barnby 


oe wee 


Ditto’ DITTO (SOL-FA) aa 
ALCESTE a ae aa Ree ae 
ALEXANDER BALUs ie ose a 
ALEXANDER’S FEAST... aa aes ae a 
ATHALIAH ate oe we ene eon 
BELSHAZZAR eee ase . ‘ 
Cuanpos TE DeEum.. ony sea 
CoRONATION AND FUNERAL ANTHEMS. “Cloth 

Or, singly : 


LET THY HAND BE STRENGTHENED a 
My HEART IS INDITING 54 
THE KING SHALL REJOICE (Sou- Fay 34) 
THE WAYS OF ZION a 
ZADOK THE PRIEST (Son-ra, 14d.) 
DEBORAH ak “Er = 
DeTTINGEN TE ‘Deum ae a ooo 
Dixit DomINuUS (FROM PSALM 116) 
ESTHER .. 
Herc ULES (CHORUSES ONLY, Is.).., eee 
IsRAEL IN EGYPT, EDITED BY MENDELSSOHN. 
IsRAEL IN Eoyrt, EDITED BY V, NOVELLO. 
Pocket EDITION (SOL-FA, Is.) ann ace 


EPHTHA Sy Ae Ave ane # 

OSHUA «ee eee eee mee 
UDAS Maccapamus (SOL- -FA, ts.) .. # ae 
upDAs MaccaBaus. PockET Epition ot 


Ditto 
L’ALLEGRO 
Nist Dominus noe 
O COME LET US SING UNTO THE ‘Lox ‘(Firta 

CHANDOS ANTHEM) ‘ oh 
ObE on St, Ceciita’s Day 
O praise THE LORD WITH ONE CONSENT 

(SixtH CHANDOS ANTHEM) 

O PRAISE THE LORD, YE ANGELS (Foto) 
SAMSON (SOL-FA, Is.) ee ow 
SAUL (CHORUSES ONLY, 18.) 


(CHORUSES ONLY).. 
sy ONLY, is.) 


SEMELE. a 
SoLomon. (Cuonuses ONLY, “Is. 6d. ) Aj 
SUSANNA and “i ce 

‘THEODORA oe aa 
THE MeEssiAun, EDITED. “By EVA NoveELio 


(SoL-FA, Is, ) aA aan aes oe 
THE MESSIAH, DITTO. Pocket EDITION 
THE Messiah, EDITED BY W. T. Best 

Ditto (Sot- FA) ae - bes 

Ditto (CHORUSES ONLY). 

Ditto EDITED By E. Paoun(So1- FA, Is. 4 
Tue PASSION ... 

Tue PASsION oF Curist (ABRIDGED) . an 
THe TRIUMPH oF TIME AND TRUTH 
WTRECHT: JUBIDATE cals sien = srs 


one ane 


SYDNEY HARDCASTLE, 
SING A SoNnG or SIxpENCE (OPERETTA) 
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c. A. E. HARRISS. 
AN (A Cuoric IpyL) 
HE SANDS OF DEE oe 


BASIL HARWOOD., 
IncLinA, Domine (PSALM 86)... 


J. W. G. HATHAWAY, 

How SWEET THE MOONLIGHT SLEEPS 
THIS BANK are ene 
A LEGEND OF BREGENZ ca) ae ee 


FAK, HATTERSLEY. 
KinG ROBERT OF SICILY ... 
How THEY BROUGHT THE GooD “NEWS 
GHENT TO AIx ... co 


HAYDN. 
First MAss 1n B Frat (LATIN)... 
Ditto (LATIN AND ENGLISH) «.- wa 
INSANz ET VANZ Cur# (DITTO) 
SEconD Mass rn C (Latin) on . 
SIXTEENTH Mass (LATIN) .. aie aan 


eee eco 


FROM 


Te Deum (ENGLISH AND LATIN) 
Tue CREATION (SOL-FA, IS.) 
THE CREATION. Pocket EDITION cor 
THE PASSION; OR, SEVEN LAst WORDS OF OUR 
SAVIOUR ON THE CROSS 
THE SEASONS. 
EAcH SEASON, singly (SPRING, “SoL-FA, 6d. :) 
THIRD Mass (IMPERIAL) (LATIN AND ENGLISH) 
Ditto (LaTIn)... oa : 


BATTISON HAYNES. 
A Sea DREAM (FEMALE Voices) (SOL-FA, 6d.) 
Tue Fairies’ ISLE (FEMALE VOICES) 
THE SEA FaiRIES(FEMALE VOICES) (SOL-FA 6d ) 


C. SWINNERTON HEAP. 
Farr ROSAMOND (SOL-FA, 2s. JKGRORUERS ONLY, 
TsnOG.) maces a 
EDWARD HECHT. 
Eric THE DANE - om a5 
O may I JOIN THE Cuorr INVISIBLE =a 
GEORG HENSCHEL. 
Out oF DARKNESS (PSALM a) ane 
StaBAT MATER ces oh ar 
Tre DEUM LAUDAMUS IN om oe 
HOM: HIGGS. 
THe Eri KING ae coe ot 
HENRY. HILES. 
THE CRUSADERS ee Re ecu 
Gop IS OUR REFUGE 
WAR IN THE HOUSEHOLD eas ate 
FERDINAND HILLER. 
A Sone oF Victory (SOL-FA, 9d.) AY et 
NALA AND DAMAYANTI 4 aoe 
ALL THEY THAT TRUST IN “Tyee, Rae 
H. E. HODSON. 
THE GOLDEN LEGEND “& ete 
HEINRICH HOFMANN. 
CHAMPAGNERLIED ie ee 
CINDERELLA ‘ 
MELUSINA ae re fine 
SONG OF THE Norns (FEMALE Voices). wo 
SIDNEY R. HOGG. 
THe NorMAn Baron ot 
JOSERU HOLBROOKE.. 
Byron (Poem) ane ate 
c. "HOLLAND. 
AFTER THE SKIRMISH ay oan faa 
eon HOLLAND. 
King GOLDEMAR (OPERETTA) (SOL-FA, 91. 
GUSTAV VON HOLST. 
Tue IDEA (OPERETTA) (SOL-FA, 6d.) arn 
HUMMEL,. 
ALMA VirGO (LATIN AND ENGLISH) 2h 


eee 


ene 


x 


COMMUNION SERVICE IN B FLAT... oh an 
Dirto In E FLAT ... aes acd 
Ditto 


In D mat ave a 
First Mass IN B FLAT jee 
Quop IN ORBE (LATIN AND “Enaisu) ae 
SreconpD Mass1NE FLAT .«. Ras ie ane 
Tuirp MassinD ... may ae 

W... Hs BUNS, 
STABAT MATER a5 


G, F. HUNTLEY. 

Puss-1nN-Boors (OPERETTA) (SoL- -FA, gd.) ect 

VICTORIA; OR, THE BARbD's’ PROPHECY 
(SOL-FA, Is.) one on on 
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ORATORIOS, &c.—Continued. 


H, H. HUSS, 
Ave Marta (FEMALE Voices) 
F, ILIFFE. 
SWEET Ecuo .,. aw 
JOHN w. TVIMEY. 
Tue Wircu of THE Woop (OPERETTA) « 


one ene 


Dirro (SOL-Fa) ... Ac 
W. JACKSON. 
THE YEAR Rc aF me ao te ane 
G. JACOBI. 


CINDERELLA (OPERETTA) (SOL-FA, IS.) .. ac 
THE BaBES IN THE WooD (OPERETTA)... 


Ditto (SoL-Fa) ces 
D. JENKINS. 
DAVID AND SAUL (SOL-FA, 28.) ... Cd oe 
A. JENSEN. 
Tue FeAst oF Aponts (SOL-FA, 6d.) .., Hie) 
W. JOHNSON, 
Ecce Homo .,.,. & An wa 


H. FESTING JONES. 
Kine ButBous (OpEreTTA) (SOL-FA, 8d.) oe 
C. WARWICK JORDAN. 
BLow YE THE TRUMPET IN ZION ws 
N. KILBURN. 
By THE WATERS OF BABYLON ... 
Tue Lorp Is MY SHEPHERD (PSALM 23) cbt 
‘THE SILVER STAR (FEMaLE VOICES) 
ALFRED KING. 
Tue EPIPHANY st aa oe 
OLIVER KING, 
By THE WATERS OF BABYLON (PSALM 137) 
Tue NAIADS (FEMALE VOICES) «. ces 
THE ROMANCE OF THE ROSES 


one one 


J. KINROSS. 
SoNnGs IN A VINEYARD (FEMALE VOICES) 
Ditto (SoL-FaA) 
H. LAHEE. 
Tur SLEEPING BEAUTY (FEMALE VOICES) 
Ditro (SOL-FA) ... Aa 


G.-.F.-LE JEUNE. 
CoMMUNION SERVICE IN C ont 
First Mass 1nC ... 
. EDWIN H. LEMARE. 
'TIs THE SPRING OF SOULS TO-DAY ae ae 
CoMMUNION SERVICE IN F as cos 
LEQHARDO LEO. 
Dixit DomMINUS aoe 


F, LEONI. 
Tue GATE OF LIFE (SOL-FA, IS.) ... fe nae 
H. LESLIE. 
Tue First CHRIstMAS Morn... a aa 
Ee LISZE, 
Tue LEGEND or St. ELIZABETH Pris nH 
‘THIRTEENTH PSALM .. ane an 
(Se H. LLOYD. 
A Hymn oF THANKSGIVING O Rs 
ALCESTIS (MALE VOICES) ... 
ANDROMEDA .«, nae re 
A SONG OF Jupoment 
HERO AND LEANDER... 
O Give THANKS UNTO THE Lorp 
ROSSALL 
Sir OGIE AND THE Lape ELsie bn 
Tue GLEANERS’ Harvest (FEMALE Voices) aA 
THE LONGBEARD’S SAGs (MALE Voices) o3° 
THE SONG OF BALDER - re 
THE RIGHTEOUS LIVE FOR EVERMORE. 
CLEMENT LOCKNANE, 
THE ELrin QuEEN (FEMALE VOICES)... we 
HARVEY LOHR, 
THE QUEEN OF SHEBA (CHORUSES ONLY, IS.) «.. 
W. H. LONGHURST, 
THE VILLAGE Fair(FEMALE VOICES) ... aah 
ELVA LORENCE anp 
G. KENNEDY CHRYSTIE, 
TERRA FLORA, OR A PEEP INTO FLOWER LAND 
(OPEREI1A FOR CHILDREN) ... 


ooo on one 


Lal NN H 
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an 


C. EGERTON LOWE. 
LitTLe Bo-Prrp (OpERETTA) (SoL-FA, 4d.) « 
HAMISH MacCUNN, 


Lay oF THE Last MinsTREL (SoOL-FA, 18. 6d,)... 
Lorp Utuin’s DAUGHTER (SOL-FA, 8d,)... 


Tue WRECK OF THE HESPERUS... U0 ae 
G. A. MACFARREN. 
AJAX (GREEK Pay) .. ae Sei $6 ste 


May Day (Sow-Fa, 6d.) on 
OutTwarD BounD ers 
SoNnGs IN A CORNFIELD (FEMALE Voices) ay 
Ditto DITTO (SOL-FA) . 

ST. JOHN THE Baptist .. 
Dirto CHORUSES ONLY (Sox- FA) 

Tue Lapy or THE LAKE 

Ditto CHORUSES ONLY (Sox- -FA) 
THE Sotpier’s LeGacy (OPERETTA) ... sn 


A. C. MACKENZIE. 


see 


BETHLEHEM ... ri os 
Ditto AcT iG SEPARATELY Fed a 
JASON aes 3 a aa an ay 
peeteee ODE ... ae a So AS 
HE BRIDE (SOL-FA, 8d. ) 


Tue Correr’s SATURDAY NigHt ‘(So- PA, 1s. hy 
Tue DREAM OF JUBAL 08 

Ditto CHORUSES ONLY (SOL- -PA)... 
THE NEw CovENANT eee > 
THE ROSE OF SHARON (Sot- FA, 2s.) - 
THE PROCESSION OF THE ARK (CHORAL Scene) 


Dirto DITTO. (SoL-Fa) 
Tue Story oF Sayip ore eee ace aes 
THe Witcn’s DAUGHTER or 5 oe 
VENI, CREATOR SPIRITUS .., ees ose ass 


C. MACPHERSON, 
By THE WATERS OF BABYLON (PSALM 137) 


L. MANCINELLI. 
Ero £ LEANDRO (OPERA) .,. aA 

F. W. MARKULL 
RoLaANnp’s Horn (MALE wereesiee 


F. E. MARSHALL. 
PRINCE SPRITE (FEMALE VOICES) 5 =p) 
CuorAL DANCES FROM DITTO... 3 
GEORGE C. MARTIN, 
COMMUNION SERYICEIN A,, ay oA oe 
Ditto In C.. ne 
FestivaAL TE Deum In A (Sot -FA, ad.) 
J. MASSENET. 
Manon (OPERA) 


Hareaty. MASSER. 

Harvest CANTATA .. St aus ee 
jewes MAUNDER. 

Ouivet To Catvary (SoL-Fa, 9d.) ar aA 

PENITENCE, PARDON, AND PEACE (SOL- -FA, Is.) 

SonG oF THANKSGIVING (Sox-FA, 9d.).. 


T, R. MAYOR. 
THe Love oF CuRIst ... oe — AA 
J. He MEE. 


DELPHI, A LEGEND OF HELLAS (MALE Veieeel 
Horatius (MALE VoIcEs).. os Sn 
Missa SOLENNIS IN B FLAT ss ay 


MENDELSSOHN, 


ANTIGONE (MALE VoIcEs) (SOL-FA, Is.) a 
As THE HartT PANTS (PSALM 42) (SOL-FA, 6d. ee 
ATHALIE (Sor-Fa, 8d.) 
Ave MARIA (SAVIOUR OF Styvens) (Dovaie 
CHOIR)— ... . oe ry 
Curistus (SOL-FA, 6d.) Red 
COME, LET US SING (PSALM 95) (Soir, 6d.) BY 
Evian (Pocket Eprrion) ene 
ELIJAH (SOL-FA, Is.) oe 
Ditto (CHORUSES ONLY) & 
FESTGESANG (HyMns oF PRAISE) (S.A.T. B. ) 
Ditto (SoL-FA) 7 xe 
Ditto (MALE Voices) (TTB. B.)_ ie 
HEAR MY PRAYER (S. SOLO AND CHORUS) 
DirTo DITTO mas Raa se 
Dirto (SoL-FA) . 
HyMNn oF PRAISE (LoBGEsANG) (Sou- “FA, 6d. Ne 
Ditto (CHORUSES ONLY) .. 
Jupce mr, O Gop (PsALM 43) (Sot- FA, rid, ) 


0} | LAUDA SION (PRAISE JEHOVAH) (SOL-FA, 9d.) ws 


OHNHWOK mH HOD 
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ooo 


oooocow~nocse 
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6 ORATORIOS, &c.—Continued. 


MENDELSSOHN—Continued. 
LorD, HOW LONG WILT THou (SoL-FA, 4d.) « 


LoreLey (SOL-FA, 6d.) __ eee ave oes eee 
Man 1s MorTAL (EIGHT VoIcEs) Ane, 
MipsuMmM_Er NiGuT’s DREAM (FEMALE Voces) 
Ditto DITTO (SOL-FA) “1 
My Gop, wuy, O wHy HAST THOU FORSAKEN 
ME (Psat 22) Mase ae aes nae 
Nor unTo us, O Lorp (PsALM 115) aaa fen 
CEpirus at CoLonos (MALE VOICES) ... Fe 
Sr. PAuL (SOL-FA, Is.) ree aes mae oan 
Ditto (CHORUSES ONLY) ‘ia ba aad 
Sr. Pau (Pocket EDITION) me ove aie 


Since To THE LORD (PSALM 98).. 
S1x ANTHEMS FOR THE CATHEDRAL av BERLIN. 
For 8 VOICES, ARRANGED IN 4 PARTS 

Son AND STRANGER (OPERETTA) ae 

Tue First WALpuRGIS NIGHT (SoL- FA, ‘Is. Wen 

THREE MOTETS FOR FEMALE VOICES ... 
(Dirto, Sot-ra, 14d., 2d., AND 2d. EACH. 5 

To THE SONS OF ART (Mace VoOIcES).. Om 

Ditto (SoL-FA) ... 
WHEN ISRAEL OUT OF EGYPT CAME (So. FA, 9d. ) 
Why RAGE FIERCELY THE HEATHEN a 


R. D. METCALFE anp A. KENNEDY. 


PRINCE FERDINAND OPERETTA (SOL-FA,9d.)... 


MEYERBEER. 
NINETY-FIRST PSALM (LATIN) ..- er a 
Ditto (ENGLISH) oon a 

A. MOFFAT. 
A CHRISTMAS DREAM (CANTATA FOR CHILDREN) 
Ditto (SOL-FA)  ... eee ase 

B. MOLIQUE: 
ABRAHAM oe ove one sea tee 


J. A. MOONIE. 
A  Wooptanp DREAM (FEMALE VOICES) 


(SoL-FA, gd.) B05 5 ae 

KILLIECRANKIE (SoL- FA, 8d. ) rf, at asa 
MOZART. 

CoMMUNION SERVICE IN B FLAT gi AND 

ENGLISH) .. tet 


First Mass (LATIN AND ENGuisH) ane one 
Gory, Honour, Praise, THIRD MOTET ... 
Have mercy, O Lorp, Seconp MorTet 

Kine THAMOS aad ee eee 
LITANIA DE VENERABILI ALTARIS (IN E FLAT) 
LITANIA DE VENERABILI SACRAMENTO (IN B 


FLAT) on ase Cte 

O Gop, WHEN THov APPEAREST, ‘First MoTet 
Ditto Ditto (SoL-FA) 
REQUIEM Mass Roe ees ay ba re) 
Ditto (LATIN AND ENGLISH)... ‘ 
Ditto Ditto (SOL-FA) ... 


SEvENTH MASs IN B FLAT os eae 
SPLENDENTE TE, DEuS. FIRsT Moret ane 
TWELFTH MAss (Latin) awe 
Ditto (LATIN AND ENGLISH) (Sou: “PA, 9d.) 
Ditto (CHORUSESONLY) .«. eee ove 
E. MUNDELLA, 
VicTORY OF SONG(FEMALE VOICES) 
Jon NAYLOR. 
JEREMIAH vee Oo tt acho 
Ne "NESVERA. 
De PRoFUNDIS fs 
EA. NUNN. 
Mass 1n C cro ove ory 
13h CUTHBERT NUNN. 
Tue Farry SLIPPER (CHILDREN’S OPERA) ... 
Ditto DITTO (SOL-FA) 
A. O'LEARY. 
Mass oF Sr. Joun ... 
REV. SIR FREDK. OUSELEY, 
Tue Martyrpom or St. PoLtycarp 


R. P. PAINE, 
Tue Lorp REIGNETH (PSALM 93) 


PALESTRINA. 

CoMMUNION SERVICE (Missa Papa MARCELL) 
CoMMUNION SERVICE Srperyaeer EST et) 
Missa ASSUMPTA EST MARIA 
Missa Brevis... 

Missa “O ADMIRABILE Commercium” 
Missa Pap& MARCELLI . 
STABAT MATER soe ave 
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H. W. PARKER. 
A WANDERER’S PSALM ses non on mee 
Hora NovIssIMA«.. ase is a 
LEGEND oF Sr. CuxisroriieR on on "tp 
Tue KOBOLDs... a ee eee “rr on 

(yeh ies PARRY, 
AGAMEMNON (GREEK PLay) An aA ach 
A Sone or DARKNESS AND LIGHT ... 5 


Buest Parr oF SIRENS (SOL-FA, 8d.) ... re 


Ditto (ENGLISH AND GERMAN Worps) 

Marks 2.50 
De PRoFUNDIS (PSALM 130) eee eee pon 
ETON ces ose eh eee eee 
INVOCATION TO “Music 1. ee soe 
Jos (CHORUSES ONLY, SOL-FA, 1s.) tne oo 
JupitH (CHORUSES ONLY, SoL- FA, 28.) mae 
KinG SAUL (CHORUSES ONLY, SoL- -FA, Is. 6d.) 
L’ ALLEGRO (SOL-FA, Is. 6d.) Bae vee ave 
MaaniricaT (LATIN) ~ a8 aaa weal 
Ope To Music (SOL-FA, 6d.) aaa one 
ODE on ST. CECILIA’S Day (SOL-FA, Is. i ag 
PROMETHEUS UNBOUND ... aay a sen 


Te Deum Laupamus (LATIN) ... con 
THE GLORIES OF OUR BLOOD AND STATE are 
Tue Lortos-EATERS (THE CHORIC SONG) ... 
Tue LOVE THAT CASTETH OUT FEAR Cae 
SAcRA) <r 

Tur Prep PIrer oF “HAMELIN (Sor- -PA, “ts.)., 

THE Sout’s Ransom (A PSALM OF THE Poor) 
Voces CLAMANTIUM (THE VOICES OF THEM 


THAT Cry) as ra ses ~F re 
WAR AND PEACE(ODE) ... ait 
Ditto CHORUSES AND WORDS OF 
SOLOS ONLY (SOL-FA) . eae C00 orn 
B. PARSONS. 
THE CRUSADER 3 “fe 
T. M. PATTISON. 

May Day aan neti oe aa) maa ese 

Lonpon CRIES ane 


THE ANCIENT Mariner (CHORUSES ONLY, Is.) 
Tue Lay oF THE LAST MINSTREL (Cuoxvses 


ONLY, IS.) ., eee 

THE MIRACLES. OF Curist ‘(Sox-FA, 6d. ye aes 
A. L, PEACE. 

St. JoHN THE Baptist (SOL-FA, Is.) ... 4 
PERGOLESI. 


STABAT MATER (FEMALE Voices) (SOL-FA, 6d.) 


CIRO PINSUTI. 
PHANTOMS—FANTASMI NELL’ OMBRA 


PERCY PITT, 
HOHENLINDEN (MEn’s VOICES) ... 


V. W. POPHAM. 
EARLY SPRING men aes 


B. POWELL. 

PaNnce LINGUA (Sine, MY TONGUE) w. oe 
A. H, D. PRENDERGAST 

THE SECOND ADVENT con are 


F. W. PRIEST. 
THE CENTURION’S SERVANT... hay oe 


Cie. RELTCHARD: 
KUNACEPA ane 


eee eee 
ere cee 


E. PROUT. 

DAMON AND PHINTIAS (MALE VoOICcEs) .. 
FREEDOM aoe wee 

HEREWARD ., ° 
QuEEN AIMEE (FEMALE Voices)... a0 con 
THe HUNDREDTH PsaLm (SoL-FA, 4d.) 
Tue Rep Cross Knicut (SoL-Fa, 2s.) 


H. PURCELL. 
Dipo AND ZENEAS... 
Oper on Sr. Cecixia’s Day 
Te DEuM AND JuBILATEIND ,,, 
Ditto (Edited by Dr. BripGe) (Sor- TA, 6d.) 
Ditto (LATIN ARRANGEMENT BY R.R. TERRY) 
Kine ARTHUR.. ae 
THE MAsQue In DIocLesiANn ae 


LADY RAMSAY, 
THE BLESSED DAMOZEL ... 


ics RATHBONE, 

OrpHEuS (PowER oF Music) 
Voices) (SoL-FA, 6d.) . as 
VOGELWEID THE MINNESINGER (CHILDREN'S 
ecione) (So-FA, 6d.) ace 


eee eee eee eee 


eve see cee 


eee 


(FEMALE 


eee eee 
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ORATORIOS, &c¢.—Continued. 


F. J. READ. 
THE SonG or HANNAH ae 


J. F. H. READ. 


BARTIMEUS 
CaRACTACUS 
Haroip 
IN THE Forest (MALE Voicrs) .. 
PsycHE (CHORUSES ONLY, 28.) 
THE CONSECRATION OF THE BANNER ... 
Tue DEATH oF YouNG RomILLy... 
Tue Hesperus (Sot-ra, 9d.) we i 
DOUGLAS REDMAN. 
Cor Unam, Via UNA,(FEMALE VOICES) 
C. T. REYNOLDS. 
CHILDHOOD OF SAMUEL (SOL-FA, IS.) «.. ere 
ARTHUR RICHARDS. 
PuncH AND JupDy (OPERETTA) (SOL-FA, 64d.) ... 


THE Waxwork CARNIVAL (OPERETTA) 
Ditto DITTO (Sor-FA) 


J. V. ROBERTS. 
ae Be om An ove He) sc 
HE PASSION . a nae eon 
w. Ss. “ROCKSTRO, 
Ture Goop SHEPHERD aie Ps 


J. L. ROECKEL. 
LirtLe SNow-WHITE (OPERETTA) (SOL-FA, oe ) 
Tue Hours (OPERETTA) (SOL-FA, gd.) . 
THE SILVER PENNY (OPERETTA) (SOL- FA, gd. va 
EDMUND ROGERS. 
THE ForREST FLOWER (FEMALE VOICES) ov 
ROLAND ROGERS, 
FLORABEL (FEMALE VOICES) (SOL-FA, IS.) 
PRAYER AND PRAISE (OBLONG) ... an 
F., ROLLASON. 
Stoop tHE Mournrut MoTHER WEEPING 
(StaBat MATER Dotorosa) nee oe 
ROMBERG, 


Tue Lay oF THE BELL (NEw EDITION, TRANS- 
LATED BY THE Rev. J. TRouTBEcK, D.D.) 
Ditto (SOL-FA) .. 
THE TRANSIENT AND THE ETERNAL (SOL- “PA, 44. ) 
Te DEuUM BO ay 
THE HARMONY OF THE SPHERES” 


% ROSSINI. 
Moses In EcypT ... G30 
SrasatT MATER (SOL-FA, Is.) oa aes . 
Ditto (CHORUSES ONLY)... ae ae 
CHARLES B. RUTENBER. 


Divine LovE ... 


eee ovo ose 


woe eee eee eee 


ED. SACHS. 


Kinc-Cups... 
WATER LILIES ove 


C. SAINTON- DOLBY, 
FLORIMEL (FEMALE VOICES) cr 
CAMILLE SAINT-SAENS. 
THE HEAVENS DECLARE—CQ@LI ENARRANT 


(PSALM 19) aes as 260 
W. H. SANGSTER. 
FRANK ie SAWYER. 


Tue Souv’s ForGIVENESS nae 
THE STAR IN THE EAST a 


C. SCHAFER,. 
Our BEAuTIFUL WoRLD (OPERETTA) ... 
H. W. SCHARTAU. 


ore 


ELysium 


CuristMAs Ho.ipays (FEMALE Voices) 
SCHUBERT. 
CoMMUNION SERVICE IN A FLAT ; 
DitTo In B FLAT be 
DiTrTo In C nee : 
Ditto In E Fiat 4 
Ditto In F ‘ 
Ditto In G , a 
Mass IN A FLAT... iat oa “s 
Do. INCB BLATT 9. red ee ‘ 
Do. IN é ; 
In HB FLAT ° ore vee 


Do. 
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SCHUBERT.—Continued, 
Mass 1n F PPOs gd.) 


Doe INiG =)... ove ane ove 
Sonc or MririaM (SoL- -FA, 6d.) me Hots ere 
Ditto (WeLtsH Worps) SoL-Fa obo 


SONG OF THE SPIRITS OVER THE WATERS 
(MALE Voices) (So1-ra, 6d.) 


SCHUMANN. 
ApvENT Hymn, “In Low ty Guise” .., 
AUST ace ae eas oc 
MANFRED ae ate 
MiGnon’s REQUIEM .. 
New YEAR’s SONG (Sox- FA, 6d.) 6 nis fe 
PARADISE AND THE PERI (Sot iia Is. 6d.) 
PILGRIMAGE OF THE ROSE SS 
REQUIEM are 
Tne Kine's Son = 
Tue Luck oF EDENHALL (Mate ‘Vorces) 
THE MINSTREL’S CURSE ... on as 
SONG OF THE NIGHT ob aA 


H. SCHUTZ. 
THE PASSION OF OUR LorD aoe fine 


BERTRAM LUARD-SELBY. 
CHORUSES AND INcIDENTAL Music 
‘““HELENA IN TROAS”’,. a 
SUMMER BY THE SEA (FEMALE Voices) ane 
THE DyInG Swan ... 
Tue Waits of BREMEN (For CurLpreEn) 
DitTTo DITTO (SOL-FA) 


H. R. SHELLEY. 
VeExILiA REGIS (THE RoYAL BANNERS FORWARD 


see ese 


one see 


ase 


oe 


GO) w. sae ses ee os eae 
E. SILAS. 
CoMMUNION SERVICE IN C... seo ase ave 
JoasH ... one ose tre oud) ove 
Mass INC... ave eee chs Sen 
R. SLOMAN, 
CONSTANTIA .., ove ose tee 
SUPPLICATION AND PRAISE by 0 


HENRY SMART. 
KinG Ren&'s DAUGHTER (FEMALE VOICES) .. 
Ditto DITTO (SoL-FA) 
THE BRIDE OF DUNKEREON (Sou-raA, 1s. 6d.) 
SING TO THE LorD., on aie ne Ae: 


M. SMIETON, 
ARIADNE (SOL-FA, od. ) ots ace ae 
CONNLA., apy 200 
Kino ARTHUR ‘(Sor- FA, Is.) S61 “ 


ALICE MARY SMITH. 
OpE To THE NortH-EAst WIND one 
ODE TO THE PASSIONS nd mas nis 
Tue Rep Kina (MEN’S Vorces)... 
Tue SONG OF THE LITTLE BALTUNG (Mate wv. ) 
Ditto (SoL-FA) . 


E. M SMYTH. 
Mass 1n D nae 


ove 


ARTHUR SOMERVELL. 


ELEGY ‘se ase our 

KING THRUSHBEARD (OPERETTA) ~ ae or 
DiTTo (SOL-FA) 

MAss IN C MINOR 

ODE TO THE SEA (SoL- FA, 1s.) 

PRINCESS ZARA (OPERETTA) (Sor- FA, od. Me as 

THE CHARGEOFTHE LIGHT BrIGADE(SOL- rA,qd. ) 

THE ENCHANTED PALACE (OPERETTA) 

(Sox-FA, 8d. t 

Tue ForsAKEN MERMAN (SOL-FA, 8d.)... 

Tue Power oF SounpD (SOL-FA, 18.) he 

Tue Seven Last Woprbs ... oF nec 


R. SOMERVILLE. 
THE PRENTICE PILLAR (OPERA)... 


W. H. SPEER. 
THE JACKDAW OF RHEIMS 


SPOHR, 


one are 


CALVARY ies 

FALL oF BABYLON a 

FroM THE DEEP I CALLED 

Gop 1s MY SHEPHERD ae tea 
Gop, THOU ART GREAT (SOL-FA, Gd) cs 
How LOVELY ARE THY DWELLINGS FAIR 
Hymn To St, CreciLia oe 
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8 ORATORIOS, &c.—Continued. 
SPOHR—Continued. s. d. - Ww. S. ge. 
eet Lorp or Hosts.. va we ss 0 4 | SONG OF THE Passton (St. JOHN) oi pe 
AST JUDGMENT (SOL-FA, Te) ycess. ence, Oe a Serbs WAP DENG TOR. 

Ditto _ (CHORUSES ONLY).. o 6 Joun Gripin (Sox-ra, 8d.) * 2 
Mass (Five SoLo Voices AND Dourte Cnor) 2 0} Wuimtanp (OPERETTA) (SoL-FA, ‘8d. Nar pe 
THE CHRISTIAN’S PRAYER... rat sas) a oD) 

Sees R, WAGNER. 
JOHN ST Hoty Supper OF THE APOSTLES (MALE 
St. Mary MAGDALEN (SOL-FA, 1S.) oe oe ee VOICES) ws ie i? ae es 
THE CRUCIFIXION (SOL-FA, 9 gd.) ue oe ot 0S) Mu. WAIT. 
Tue DAUGHTER OF JAIRUS (SOL-FA, 9d. y exo gk sO Gone Ww. 
C. VILLIERS ms St. ANDREW a a # a is, = 
CARMEN SeCere ee eee x Tue Good SAMARITAN... a 
on oh 2 
ea gre m0 os os PA sua Sli) ERNEST WALKER. 
EDEN .. 7” a 5 o|A Hymn To Dionysus... eal “oe 
Gop 1s our Hope (PSALM 48) Dy ieee 2 0 RH. Wikre 
oe os ee a eee eg . 3 é Tue Piep PIPEROF HAMELIN «2 we 
DIPU 0 
Tue BATTLE OF THE BALTIC ae aot r6 H. W. WAREING. 
THE REVENGE (SOL-FA, gd.) pA Za xr 6| Princess SNOWFLAKE (OPERETTA) (SOL-FA, 64.) 

DittTo (GERMAN WorDS) tvs Marks 2| THE Court oF QuezEN SUMMERGOLD 

Tue VoyAGE oF MaELDUNE ae ee 2.6} (OPERETTA) (Sorex OG )ix wee<sboe Mace 
F. R. STATHAM. THE WRECK OF THE HESPERUS as 
Vasco DA GAMA 2 6 HENRY WATSON. — |. 
BRUCE STEANE. IN PRAISE OF THE Diiienn ita SOmLe ODE) ee 
Tur ASCENSION. 2 6|A PSALM OF THANKSGIVING eae ices) REKens 
LENS STEWARDSON, WEBER. 
GIDEON .. é eae 4-0 Comair SERVICE - BE) PLAT sxe is sat 
In CONSTANT ORDER (Hymn) oe asa! aie 
STEFAN STOCKER, JuBILEE CANTATA . 5 
Sone or THE FaTEs ot I ©/‘\Massin E Fiat (LATIN AND ENGLISH)... : 
scoipgeaneicten STOJOWSKI, | Mass 1n G (bITTO) mo CeO 
SPRINGTIME x o| Prectosa (CHORUSES ONLY, DE ee 
rn STOREn | THREE SEASONS nee axe eat 
MAss oF our LADY oF RANSOM e.. come nO THEOPHGL WENDT, 
Tur TOURNAMENT .,. eh aa oa ie I 0 | ODE nee oo oo ” te we 
E. C, SUCH. Ss. WESLEY, 
Gop ts ouR REFUGE (PSALM 46) «oe ro Dixit Domus s tt 
Narcissus AND ECHO (CHORUSES ONLY, Is.) ... 3 0  EXULTaTE Deo ( ING ALOUD WITH GLADNESS) 
ns In ExiITU ISRAEL is 
4 pee ht SULLIVAN, Ditto (ENGLIsH oR LATIN Worps) 
FestTivAL Tre DEuM (SoL-Fa, Is.) .. TO: 
Tr Deum (THANKSGIVING FOR Vicrory) T 0 S. S. WESLEY. 

Ditto DITTO (SOL-FA) 0 9 O Lorn, THou ArT My Gop aie ee <a 

ODEFOR THE COLONIALANDINDIANEXHIBITION I 0 FLORENCE E. — 
THE GoLDEN LEGEND (SOL-Fa, 2s.) 3 6| A MipsumMer’s Day (OPeRETTA) (SOL-FA, 6d.) 
THE INCIDENTAL Music To tHE Drama‘ Kina 
ARTHUR” ae eB : tO ren = JOHN E. WEST. 
ONG OF ZION 
Tie eR GS _..W. SURETTE, BG oR LOVED THE HABITATION. OF THY 
W. TAYLOR. May-Day REVELS (FEMALE. Voices) ; 
St, JOHN THE BapTist Paper boards 4 0 is hil " (SOL- Fae 3 
A. GORING THOMA EED-TIME AND Harvest (SOL- PA, Is.) be 
TG UN NTERGH TRE ee mne y y mie THe SToryY oF BETHLEHEM (SOL-Fa, 9d.) 4 
yee THORNE. ‘a Ss LEE WILLIAMS, 
5a ESTIVAL Hymn ... ae AS on 
BE MERCIFUL UNTO ME tT ©) A Harvest SONG OF PRAISE ... : 
Gaw TORRANCE. GETHSEMANE ... ia 
THE REVELATION ... P 5 o| THe Last NIGHT AT ‘BETHANY (Sor-Fa, ‘ts.) Re 
BERTHOLD TOURS. A. E. WILSHIRE, 
A FesTIvaL Ope +» I ©] Gop Is ouR Hope (Psaum 46) ... ee aia 
Tue Home or TITANIA (FEMALE. Vorces) eo 8 
Ditto DITTO (SOL-Fa) Onn: THOMAS WINGHAM, 
FERRIS TOZER. Mass 1n D (REGINA C@L1) men oe Sn 
BALAAM AND BALAK.. 2 6| fe Deum(LaTIN) .. “is ne an as 
Kine NEPTUNE’S DAUGHTER (FEMALE Vorces) I 6 
Ditto DITTO (SOL-FA) 0 6 CHAS. WOOD. 
5S OpE To THE West WIND nea dea ate 
P. TSCHAIKOWSKY., FC, WOODS. 
NATURE AND LOVE (FEMALE VOICES)... Io 
Ditto ( (SOL-FA) ) o 4 A Cee ety (1797) pies SS ia 
(TTO DITTO OL-FA) ... 
‘ VAN BREE, Kine Haron (Sou-ra, 9d.) 
St. Crciiia’s Day (Sot-Fra, 9d.) .., eg ww. I o}| Otp May-Day (FemMaLe Voices ‘(Sot- “FA, 64) 
CHARLES VINCENT. E. M. WOOLLEY. 
THe LirtLteE MERMAID (FEMALE VOICES) t 6| Tur Captive Sout (Soprano, Mezzo, Con- 
THE VILLAGE QUEEN (FEMALE Voices) eee} TRALTU, AND TENOR SOLI, AND CHORUS 
Ditto DITTO (SOL-FA) o 6 FOR FEMALE VOICES) ... maa nae wae 
A. L. VINGOE, D. YOUNG. 
THe Maaician (OPERETTA) (SoOL-FA, 9d.) « 2 0| THE BLESSED DAMOZEL ... ans tt i 


Most of the above Works may be had in paper boards at 6d. each extra, or handsomely 


bound in cloth, with red or gilt edges, at 1s., 1s. 6d., or 2s. each extra, 
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Novello's Music Primers & Educational Series. 


EDITED BY SIR JOHN STAINER anv Sir C. HUBERT H. PARRY. 


if 


Any of the above may be had strongly bound in boar 
Nos. 5, 26, 37, 37a, 56 and 67, which are 1s. each extva; 


. RUDIMENTS IN RHYME 


THE PIANOFORTE E. PAUER 
Tue RupiMents or Music 
W. H. Cummines 
THE ORGAN on +. J. STAINER 
Tue HarMoNnIuM -. Kitna HA 
SINGING .. +. A. RANDEGGER 
SPEECH IN Sona (Singer's Pronounc- 
ing Primer ..A. J. ELLis, F.R.S. 
Musicat Forms E. Paver 
Harmony .. oe -- J. STAINER 
COUNTERPOINT .. J. F. BripGe 
FuaueE xe James Hiecs 
ScIENTIFIC Basis or Music 


W.H. STone 
DouB_e CounTerpoinT J. F. BRIDGE 
CuHurcH CHOIR Re aNG 
Rev. J. TROUTBECK 
Pian SonG .Rev. T. HELMoRE 
INSTRUMENTATION E. Prout 
THE ELEMENTS OF THE BRAUTIFUL 
In Music -. E. PAvER 
THE VIOLIN BERTHOLD Tours 
Tonic SoL-FA.. . J. CuRWEN 
LANCASHIRE SOL-FA J. Greenwoop 
ComposiTION . J. STarneR 
Musicat TERMS 
STAINER AND BARRETT 
THE VIOLONCELLO JULES DE SWERT 
Two-Part EXERCISES (396) 
JAMES GREENWOOD 
DouBLEScCALES FRANKLIN TAYLOR 
Musica Expression Maruis Lussy 
Sotrece1 (Both Notations) (or in 
Three Parts, 1s. 6d. each) 


FLORENCE MARSHALL 
Oraan AccoMPANIMENT J. F. BRIDGE 
THE CORNET ae Fl. BRETT 
Musica DictatTIion. Pt.I.Dr. RITTER 
Do. Do. Part II. 
MovbuLatTIoNn James Hiaas 
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